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1summary of study
This study posits the productive difference of marginal fashion publishing in fashion framed through 
the research questions: What does it mean to publish fashion? and: What are the values and effects 
of marginal publishing? This is addressed through a hybrid practice-led approach that positions the 
publication project Mode and Mode as central in the research enquiry. 
Scholars have identified a lack of research on fashion media, especially considering its vital role in 
the production and consumption of fashion. As Agnès Rocamora notes, ‘little is known about its 
discourse: about the objects it creates and represents, cities such as Paris included; about the values it 
conveys and is informed by; and about the way it operates qua discourse.’ (Rocamora, 2009, p.3) To 
address these gaps, this study explores practices marginal to dominant entities in the fashion industry, 
additionally informed by how, in the fields of art, architecture and design, alternative and avant-garde 
publishing projects interrogate ‘the page as a productive space for experimentation’ (Senior, 2013, 
p.10). The potential of experimental and small-scale practices is substantiated by Teal Triggs who, in 
the context of the discipline of graphic design, argues that ‘self-produced design publications provide 
valuable insights into the theoretical and visual concerns that enrich our understanding of the history 
of the profession, graphic artefacts and their cultural contexts.’ (Triggs, 2009, p.338)
In order to contribute to fashion studies, fashion practice and research on marginal publishing projects 
(a status relational to commercial and traditional practices in the fashion industry), a hybrid practice-
led thesis approach positions the serial publishing project Mode and Mode as integral in the research. 
This forms the research framework and generates reflection on publishing as both ‘activity’ and ‘mode 
of production’ (Bhaskar, 2013, p.18). Mode and Mode is a creative and experimental exploration 
into the role of publishing in fashion in the form of a small press publication. Its contextual focus on 
practitioners working outside of seasonal fashion ‘provide[s] much needed discourse about the fashion 
industry’ (Thomas, 2017, p.237). Through six issues of the publication, and the editorial practices 
featured therein, Mode and Mode generates findings in a research model into and through practice, 
informed by Christopher Frayling’s outline of ‘research into art and design’ and ‘research through art 
and design’ (Frayling, 1993, p.5) 
Through this practice-led framework, this study uncovers six tactics for fashion publishing produced 
by conditions of difference from and productive critical relation to mainstream and conventional 
fashion media. I argue that marginal publishing can reconfigure existing fashion media practices and 
show innovative modes of publishing that contrast with the historical, and still dominant, seasonal 
framework of fashion media. Hence, ‘marginality’ provides conditions of practice that have distinct 
effects on the creative decisions, form and context of publishing fashion, and produce critical and 
creative outcomes. This study shows how a sample of marginal publications, operating autonomously 
from dominant systems and modes of practice, reconfigure the conventions of fashion. 
This practice-led study highlights the margins of fashion as fertile territory for artistic and critical 
enquiry that contributes to fashion media discourse, and proposes approaches for the contemporary 
practice of publishing fashion.
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30. Introduction
By refusing to follow the usual modes of behaviour, 
making our own rules, for a small label we are intrinsically critical. 
—Lucy McKenzie, artist and designer, Atelier E.B 
(L McKenzie, 2016, interview with the researcher, 31 May)
In his analysis of publications Elle and Le Jardin des Modes in the years 1958–59, summarised in the 
text The Fashion System, semiotician Roland Barthes proposes that the fashion magazine functions as 
‘a machine that makes Fashion’ (Barthes, 1990, p.51). My study extends this aspect of Barthes’s thesis 
to marginal publishing practices, proposing that they function as machines to experiment with the 
material, cultural and historical conventions of fashion and its discourse. Through the publication of a 
small press, marginal serial imprint Mode and Mode,1 as a central site, this study explores publishing, 
through practice, at the fringes of the commercial fashion industry. Through a practice-led model, I 
explore the productive difference of marginal publishing guided by the central question, what does it 
mean to ‘publish fashion’?
Publishing plays an essential role in the mediation of contemporary fashion. Within the commercial 
fashion practice industry, self-produced printed matter—particularly since the 1980s—has been a 
critical mechanism for designers to experiment with the aesthetic expression of their collections 
each season. Correspondingly, fashion magazines play a vital role in the mediation and distribution 
of fashion, knitting together the diverse output of designers into one season and the next. Most 
recently, the landscape of fashion media (both digital and print) has diversified greatly, becoming an 
increasingly heterogenous site. Fashion media thus reflects the constant upheaval of the hierarchies of 
media production and reception within this era of networked communication. (Duffy, 2013) Scholars 
Djurdja Bartlett, Shaun Cole and Agnès Rocamora summarise these conditions of contemporary 
fashion media as being where ‘art and commerce, elite and ordinary cultures, spaces, times, 
professional and amateur practices meet and intertwine in the field of the fashion media’. (Bartlett, 
Cole & Rocamora, 2013, p.1)
This study addresses the practice and discourse of ‘fashion’, understood in a wide-ranging sense, as a 
complex contemporary concept grounded by discourse and practices of ‘production, consumption, 
distribution and representation’ (Rocamora & Smelik, 2016, p.2) which emerges out of, or is formed 
in, the modern era. Fashion is manifested through these overlapping economic, social and symbolic 
systems, and is a symbolically-loaded, temporal and aesthetic phenomenon that is, at its core, 
1  The title of Mode and Mode was chosen as it improvises with the polysemous nature of the term ‘mode’, being 
French for ‘fashion’. ‘La mode’ also bears an etymological relation to ‘la modernité’ (Vinken, 2005, p.43), a concept 
that formed in parallel with ‘la mode’ evolving from a trade to an industry. ‘Mode’ also refers to a way of doing 
something, or process, that, in the context of Mode and Mode, references the ways fashion is made. This dual 
nature of the term, as both a noun (an industry, product, or experience) and a verb (a making, a transformation, 
or a process), frames fashion as both an object and a process of making in the title of Mode and Mode.
4connected with our everyday experience. Rocamora and Anneke Smelik more closely define fashion 
as ‘a commercial industry producing and selling material commodities, a socio-cultural force bound 
up with the dynamics of modernity and post-modernity, and an intangible system of signification.’ 
(Rocamora & Smelik, 2016, p.2) Discussion in this dissertation of the ‘fashion industry’ encompasses 
a range of practices and systems involved in the production and consumption of fashion in the 
contemporary global marketplace. In the face of such a force, this study orients itself towards the vital 
role that fashion media—the basis of Barthes’s construction of fashion as a semiotic system of three 
dialectic garments (Barthes, 1990)—plays in the ongoing production, or making, of fashion. In this 
study, publishing fashion is understood in relation to Barthes’s theory (produced through a semiotic 
analysis) of a constituent fashion that is constantly being made through its seasonal upheaval of forms.
Also central to this study is the practice and discourse of ‘publishing’. Publishing is understood as 
both an ‘activity’ and ‘mode of production’ (Bhaskar, 2013, p.18), and involves the selective compiling, 
editing and distribution of image- and text-based content, mediated through books, magazines, 
ephemera and digital media. Publishers engage, socially and culturally, with other practitioners (for 
example, designers, editors, photographers and writers) to collaboratively produce a publication, or 
object ‘made public’. As objects, publications (across digital and print-based media) are sites with the 
capacity not only to share information, but also to create discrete networks, communities and cultures 
oriented around the publication object. The publishing market has undergone significant technological 
change in recent years, forcing publishers to adapt. In book and periodical publishing, we see a 
commercially complex industry coming to terms with the new paradigms and challenges of digital 
technology and its means of access. This has resulted in a dedifferentiation of the market. For example, 
the digital era has seen large publishers begin to employ similar experimental tactics to self-publishing 
(Ludovico, 2012).
This study is concerned with fashion publishing as an artistic practice. Author Annette Gilbert aligns 
‘publishing’ with ‘artistic practice’ (Gilbert, 2016), drawing on notions of contemporary publishing in 
relation to literature, art and design studies. In this research, publishing as an active and collaborative 
practice is the primary focus within the scope of fashion media. This central paradigm of ‘publishing 
fashion’ draws on concepts and discourse from the fields of art and design, seeking to highlight this 
concept as both an activity and practice of production that is vital in the making of fashion. This study 
takes into consideration the sense that publishing fashion (and producing public objects of fashion 
in the form of printed matter), at any scale, involves critical thinking, collaboration and material 
knowledge, that qualifies it as an experience of fashion that contributes to an expanded field of 
fashion studies, as well as fashion practice. 
Fashion media is vital to fashion and yet, ‘in spite of the now well-established presence of fashion as 
a topic of academic enquiry, the fashion media remain relatively underexplored.’ (Bartlett, Cole & 
Rocamora, 2013, p.1) It is therefore the aim of this study to contribute to the body of research in this 
area, in order to demonstrate an understanding of the mediation of fashion through the page. Recent 
studies have explored other modes of creative production that form a supporting cast to clothing (a 
concept I also refer to as ‘para-clothing practices’), and how the commercial conventions of fashion 
have been used as a conduit to critically explore fashion. These include the dynamic role of ‘writing’ 
(Lehmann, 2000; Robaard, 2014; Ha Mitford, 2015), ‘exhibition making’ (Healy, 2008; Marchetti, 2016; 
Vänskä & Clark, 2017) and ‘printed matter’ (Thomas, 2017; Pecorari, 2013). Many of these studies 
reference projects that conceptualise, critique and subvert deterministic aspects of fashion beyond a 
traditional material construction of fashion as primarily clothing-based. This study contributes to the 
5broader aim of these research enquiries (that diversify discourse on fashion), specifically towards the 
role of publishing as a site for both the production and experience of fashion.
To address this aim, this study conceives a hybrid model of research that explores practices through 
practice. The serial publication Mode and Mode, an experimental publishing enquiry into the 
fashion publishing at the margins, is central to the practice research. Within this project, the term 
‘experimental’ refers to a process of creative experimentation, an act of ‘building the ship as we sail 
it’ (Ryan, 2007) that echoes Peter Bil’ak’s proposal for experimentation in creative practice: that 
which ‘has no preconceived idea of the outcome […] only sets out to determine a cause-and-effect 
relationship.’ (Bil’ak, 2011, p.132) This creative exploration into the role of publishing in fashion 
through a publishing practice is materialised in six issues of Mode and Mode, produced within the 
auspices of this study, that iteratively explore marginal fashion publishing. Consciously undertaking 
the processes of compiling, editing and distributing a publication through independent publishing 
channels (a task initiated by myself for the purposes of this study and undertaken in collaboration 
with graphic designer Karina Soraya) has generated practitioner insights into the central research 
question of the meaning of ‘publishing fashion’. Specifically, knowledge generated via research into 
marginal, publishing through the activity of marginal publishing on a small, independent scale within 
the contemporary context. 
The primary subject focus of this study is publishing projects in a contextual space that I term ‘the 
margins of fashion’, with a general focus on practices in the recent past.2 Through this selection, I aim 
to contribute to a tradition in media research that focuses on counter-conventional and self-produced 
publishing subjects. I argue that in their difference from mainstream, conventional fashion media 
practices, not only can we understand some of the conventions of fashion from new perspectives, 
but also new approaches to publishing fashion. This follows scholar Teal Triggs’s thesis—generated 
through research on publications in the field of graphic design—that such projects can enrich our 
perspective of their disciplinary context, its history and practice (Triggs, 2009). 
In this study, I pose that fashion publishing projects at the margins—including Mode and Mode—are 
valuable, despite being undervalued in discourse, for their capacity to reconfigure the conventions of 
commercial systems in fashion and show alternative, non-commercial functions of publishing fashion. 
In the contemporary era, ‘[t]he relationship between fashion media and the fashion industry is one of 
mutual economic dependence.’ (Titton, 2016, p.213) As theorist Monica Titton contends: 
The field of fashion publishing is dominated by transnational media corporations that are 
active in international publishing with licensing and foreign subsidiaries, such as Condé Nast 
(publisher of titles such as Vogue, Teen Vogue, Glamour, W, Tatler, Vanity Fair) and Hearst 
(publisher of titles such as Harper’s Bazaar, Elle, Marie Claire, Cosmopolitan, Red Book). 
These media corporations operate on a global scale in pursuit of maximizing profits and 
advertising revenue, and they produce products for the largest possible audiences attractive 
to advertisers. (Titton, 2016, pp.213–214)
2  With the exception of one subject from the early twentieth century, practices discussed in this study, 
the editorial practices featured in Mode and Mode, were produced from 1990 onwards.
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landscape of contemporary fashion, and its fashion media conventions, which are deeply invested 
in commerce. I use the term ‘marginal’ in this context to refer to projects at, and beyond the edges 
of, contemporary commercially- and industry-oriented practices (specifically those cited by Titton 
above, as well as increasingly dominant high fashion conglomerates such as Kering, Richemont and 
LVMH). Marginal practices operate in external relation to this larger market, which is currently 
challenged with ‘maintaining the exclusivity of brands and products, [and] addressing the inherent 
contradiction between the exclusive luxury product and the conditions of mass-consumption.’ (Ryan, 
2007, p.11) However, my designation of marginal practice is not solely one of economic model or 
production scale: there are numerous ways of being marginal in relation to the rituals and conventions 
of contemporary high fashion, including what could be termed historical marginality, economic 
marginality and socio-cultural marginality—each of which is further explored in this study. I propose 
that marginal production, while naturally embodying challenges of visibility and precarity, can also 
facilitate criticality, novel conceptualisations and is invariably experimental. 
In producing this designation, I have turned to liminal, marginal, counter-conventional and avant-
garde projects described in other creative fields (including film, music, theatre, art and design) for 
similarities in their processes and, in particular, the relation between dominant and marginal practices 
in these fields. The examination of such experimental and radical practices outside of fashion has been 
vital—in particular, the scope and diversity of the history of their discourses of marginality—for these 
discourses, precisely because they are less present in fashion studies. In art, as scholars Gwen Allen 
and Cherise Smith point out, such an alternative position often ‘connotes an ideological opposition to 
the dominant structures and hierarchies of the art world’ (Allen & Smith, 2007, p.41). In my study, I 
adapt this position to argue that projects in the margins of a discipline can constitute automatic and/
or intentional critique (in something approaching real time) of the nature of the dominant practices of 
the discipline.
0.1 Context for study: Fashion and fashion media discourses
Barthes’s statement of the fashion magazine ‘as a machine that makes Fashion’ (Barthes, 1990, p.51) is 
an orienting definition for this study, which takes up the understanding of fashion publishing practice 
as a key aspect of the complex set of interrelated and simultaneous practices that form the production 
and circulation of fashion. Since Barthes, mainstream fashion media and commercially-oriented 
fashion magazines have increasingly become a subject for research into fashion ontologies—for 
instance, in Kate Best’s 2017 publication documenting the history of fashion journalism (Best, 2017). 
There exists also a strand of research into cultures of alternative publishing models, particularly 
subcultural magazines (Hebdige, 1988; Jobling, 1998; Beard, 2002), the fashion image (Nickerson & 
Wakefield, 1996; Lehmann & Lipovetsky, 2002; Doswald, 2006), ‘niche publications’ (Lynge-Jorlén, 
2017) and ‘fashion ephemera’ (Pecorari, 2013). Further, discourse on fashion and graphics has 
unearthed the dynamic ways in which cross-disciplinary practice between fashion designers and other 
fields plays out in the commercial realm of the page and other publishing mediums (Farrelly, 1995; 
Alison & Farrelly, 2002; Blanchard, 2004; Teunissen et al., 2013). 
Fashion media is vital to the field of fashion and yet, as Antje Krause-Wahl notes, research on 
magazines ‘is an essentially marginal activity’ (Krause-Wahl, 2010, p.24). This claim is substantiated by 
others, including Rocamora, who notes that, ‘little is known about [fashion media]’s discourse: about 
7the objects it creates and represents, cities such as Paris included; about the values it conveys and 
is informed by; and about the way it operates qua discourse.’ (Rocamora, 2009, p.xiv) The available 
literature on fashion media discourse tends to look towards commercial fashion publishing practices 
and dominant fashion media entities (such as magazines) in forming the history of fashion in relation 
to its media. However, there is a community of independent, experimental and critical publications 
and journals working with non-seasonal (and therefore less commercial) fashion publishing models 
which offer alternative perspectives that, Susan E. Thomas posits, ‘provide much needed discourse 
about the fashion industry’ (Thomas, 2017, p.237). As described, little research has ventured towards 
alternative, critical, experimental, conceptually-driven publishing practice in fashion specifically. I 
argue that not only do these non-commercial projects offer a means of understanding the limits of 
the fashion system, and the mainstream/marginal binaries that exist in the seasonal production of 
fashion, but they also show, in their marginality, other functions of fashion publishing. In its current 
state, contemporary fashion is a complicated system facing issues relating to the technological and 
cultural effects of the corporatisation of this industry. This study values counter-conventional practices 
as contributing discourse to fashion studies, as well as suggesting experimental practice tactics for 
contemporary fashion practice.
Avant-garde, un-conventional and experimental publishing projects and their histories have a 
demonstrated value to their respective disciplines; as critic David Senior notes, in art the page can be 
a ‘productive space for experimentation’ (Senior, 2013, p.10). Historian Beatrix Colomina argues that 
‘little magazines’, avant-garde fringe publications produced in the 1960s and 1970s in architecture, 
offered experimental thought and critical discussion that was transformative to the discipline. 
She notes that ‘little magazines—more than buildings—were the site of innovation and debate in 
architecture.’ (Colomina, 2016, p.163) In graphic design, Triggs argues that self-produced publications 
‘enrich our understanding of the history of the profession, graphic artefacts and their cultural 
contexts.’ (Triggs, 2009, p.338) Other creative fields of art, architecture and design, have documented 
histories of avant-garde, alternative and disruptive publishing projects that highlight the ways in which 
the page can be a conceptual tool, particularly in relation to discourse (Colomina, Buckley & Grau, 
2010; Allen, 2011; Gilbert, 2016). These practices, and how they have been documented and theorised, 
suggest new ways that we might understand the value of publishing practice in relation to fashion as a 
cultural, economic and symbolic phenomenon.
This research project contributes a practice-led perspective on marginal projects to fashion discourse 
to propose a more expansive, conceptual notion of producing fashion. Since modernity, theorists 
have approached the subject of fashion in an attempt to define its cultural and symbolic boundaries, 
informed by discourses that bridge material and metaphorical characteristics of fashion (Baudelaire 
& Mayne, 1964; Benjamin, 1999; Lehmann, 2000; Vinken, 2005). These theories signal more complex 
metaphorical understandings, particularly of the garment-making practices of fashion. This research 
extends this notion towards a position that fashion occurs across cultural, material, aesthetic, political, 
symbolic and economic dimensions, and is essentially connected with everyday experience. It further 
aims to contribute to fashion discourse that addresses para-clothing practices and the supporting 
cast of fashion, often suggesting that fashion can exist without garments altogether. Recent doctoral 
theses—such as Winnie Ha Mitford’s ‘Falling against texture: Writing as fashion practice’, which 
proposed ‘a dynamic approach to “writing fashion”’ (Ha Mitford, 2015, p.2)—have effectively used 
practice-oriented methodologies to explore alternative aesthetic constructions of fashion. This 
study contributes to an emerging field of practice research in fashion in order to explore fashion 
beyond (and against) its commercial and conventional functions. Specifically, this study proposes the 
8relative value of marginal modes of practice—in particular, publishing—as a contribution to practice, 
pedagogy and scholarship.
0.2 Research questions
This research is guided by the question: What does it mean to ‘publish fashion’? It addresses this 
through an examination of marginal fashion media practices to contribute new understandings on 
publishing as a territory for artistic and critical enquiry, and a ‘productive space for experimentation’ 
(Senior, 2013). I am concerned, in this study, with articulating conceptual, critical and experimental 
modes of publishing for their capacity to situate and generate discourse within fashion studies and 
well as provide new approaches for practitioners. 
The secondary questions are: What are the values and effects of marginal publishing in fashion? And 
how do they differ from conventional fashion media? These were formed to further orient the research 
and its focus on counter-conventional and self-producing publishing subjects. In posing multiple 
answers to this question, I aim to contribute new understandings on fashion through marginal 
practices, namely through their difference from and productive critical relation to mainstream and 
conventional fashion media, and its commercially-oriented practices.
Two further questions were formed in relation to the practice approach of this study. In order to 
understand the value of marginal publishing in the context of current practice and discourse on 
fashion media, I ask how can practice research explore fashion (publishing) practice? And, more 
specifically, how can experimental publishing re-evaluate the role of marginal publishing in fashion? 
These questions deal with the particular methodological approach of this study—namely, the 
publication project Mode and Mode—through the production of which much of the findings of this 
research are generated. 
Through the particular methodological approach (which is outlined fully in the next chapter), I 
aim to generate new understandings of the dynamic, collaborative and creative process of marginal 
publishing in the context of fashion.
0.3 Aims of the study
In addressing these questions, the key research aims of this study are:
• To further understand the diverse practices of publishing and communication processes in fashion; 
how they relate—as both activities and artefacts—to the production and representation of this 
field; and, therefore, to contribute to our understanding of the complexity of the concept of fashion 
manifested through its inseparable sociocultural, commercial and aesthetic systems.
• To evaluate conceptually, and contextualise historically, the output of certain marginal designers 
and creative practitioners, posing that they promote experimental tactics for producing fashion. 
In doing so, they suggest new editorial practices through their capacity to transcend traditional 
materialisations of fashion; to remake media conventions of fashion; to present innovative and 
9tactical approaches in relation to existing systems in fashion; and to suggest experimental ways of 
archiving fashion.
• To suggest new approaches and critical perspectives for the contemporary marginal fashion 
publisher working counter-conventionally to traditional industry practices.
0.4 Thesis structure
This dissertation is organised across ten chapters. Chapter 1 outlines the design of this research model 
in relation to existing and precursory research, detailing the key methods used in this hybrid, practice-
led study that generate new understandings in the context of relevant methodological literature 
and practice research. Reflecting on the practice project Mode and Mode, this chapter outlines an 
approach that generates findings into fashion publishing through the activity of publishing.
Chapter 2 provides a contextual review of relevant theory and practice which a) outlines the 
developing conventions of fashion and its media in the making of fashion—in a practical, seasonal 
sense as well as in terms of the symbolic constructions of fashion; and b) foregrounds selected 
precedents in publishing as a productive space for creative experimentation and critical practice in the 
latter half of the twentieth century. This discussion outlines the evolution of print media in fashion, 
from the cultural and technological modernity of the mid-nineteenth/early twentieth century—a 
critical period in terms of fashion writing and fashion magazines—through to the postmodern period 
of the late twentieth/early twenty-first century that saw cultural and technological shifts in fashion 
media. Particular detail is given to the history and theorisation of early fashion media, aiming to 
highlight the dialectic interplay of fashion media and fashion theory since modernity, and to frame this 
mediation-theorisation as fundamental to the formation of systems in fashion. The contextual review 
is not definitive or historical, but rather functions to establish key precedents and fashion media 
conventions in relation to the discussion of Mode and Mode and its editorial practices discussed in 
chapters 3–9. I use a roughly chronological structure in order to establish how the lineage of fashion 
and its media, forms its conventions (conventions that are re-evaluated by the marginal publications 
analysed in this study). 
Early forms of fashion media and publishing practices established some of the enduring and 
distinctive characteristics of fashion publishing: in particular, fashion publishing’s relationship to 
notions of (seasonal) time, as well as its commercial dimensions, which have become increasingly 
vexed since the latter half of the twentieth century. This section also mentions selected literature on 
artists’ books and magazines, as well as discourse on avant-garde, conceptual and critical curatorial 
and publishing projects emerging in the 1960s in the fields of architecture and design, given the role 
of these discourses/practices in the development of this research. The ongoing historicisation and 
conceptual review of these adjacent fields offers a productive framework which can be adapted 
towards a discourse around alternative and marginal publishing approaches in fashion. This section 
establishes a speculative lineage, then, of the subject practices discussed in the study. It situates 
contemporary publishing practice in relation to the discursive and cultural shifts of the evolution of 
the constructed garment, written word, printed page and fashion image across these periods. Particular 
attention is given to ‘alternative’ publications that explore the disciplinary boundaries of fashion and 
art in the latter half of the twentieth century. These are selected and discussed as historical precedents 
and context for Mode and Mode, central to chapters 3–9 of the dissertation. 
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Chapters 3–9 analyse the practice of Mode and Mode, and the approach of research into and through 
publishing, towards insight on the value of marginal practice. Chapter 3 addresses the overarching 
serial properties of the publication—its practice methods, context and experimental approach and 
precedes six chronological chapters (4–9) that each correspond to the six serial iterations of Mode 
and Mode, with each chapter covering a single issue. Overall, this section elaborates key insights, 
analysis and contextualisation from reflection both on Mode and Mode and the marginal publishing 
practitioners it surveys. In these chapters, segments of text that convey reflection and analysis directly 
relating to the practice of Mode and Mode are denoted using an alternative typeface, Louize. Louize 
is used throughout the chapters as a symbolic link to the publication itself, as it is the font used 
throughout all issues and communication material of Mode and Mode. Combining direct practice 
analysis and reflection with discursive investigation of the marginal publishing subjects addressed by 
the practice, these chapters cover a discussion of key findings generated by the approach of research 
into fashion publishing through the activity of publishing.
The insights formed in the chapters are summarised and evaluated in the closing chapter 10, the 
conclusion of the dissertation. Here, I evaluate the findings of the discussion and analysis to outline 
what was learnt in the study on fashion publishing, into and through practice, producing a thesis on 
marginal publishing formed through six publishing tactics. This outlines the transferrable knowledge 
on the productive difference of marginal publishing that contributes to fashion and fashion media 
scholarship, as well as approaches for contemporary practitioners.
0.5 Conclusion
Given the gaps identified in the discourse on fashion and fashion media, this study aims to contribute 
new understandings on what it means to ‘publish fashion’ through a focus on counter-conventional, 
marginal publishing that contrasts with mainstream and conventional fashion media practices. 
Generating findings within a practice-oriented study, this research aims to illuminate the complex 
and vital role publishing and writing—and their conceptual and aesthetic possibilities—plays in 
contemporary fashion practice and its discourse, towards posing a possible framework for ‘marginal 
fashion publishing’. 
In order to do so, this study adopts a hybrid, practice-led approach that positions practice as central 
in the research enquiry. This practice is materialised as the serial publishing project Mode and Mode, 
producing findings on marginal practices and their capacity to reconfigure the publishing conventions 
of the fashion industry through reflection and analysis of six of the serial issues of this project—a 
marginal, experimental publication about fashion publishing. Through this research approach—
into fashion publishing through the activity of publishing—the aim of the study is to outline new 
understandings of what it means to publish fashion (in a contemporary context) and how to go about 
it (through an experimental, marginal practice). 
Mode and Mode is a site for this practice-led research that formulates methods for marginal 
publishing in fashion. The activity of producing and circulating a small press publication—in action, 
over the course of the research—explored tactics of making a marginal, experimental fashion 
publication. This fashion publishing position—one that does not serve to perpetuate fashion 
production within the fashion seasons—opens up a space for autonomous practice that can critique, 
experiment with and conceptualise fashion and its media conventions.
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This study will demonstrate marginal and experimental ways of publishing fashion, and how. The 
research illuminates marginal publishing tactics that alter and reconfigure existing fashion media 
practices to show innovation at the fringes of the fashion industry. Thus, this study promotes the 
productive difference of counter-conventional positions to show new approaches to publishing fashion 
and the relative value of the marginal fashion publisher in the context of contemporary fashion.
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1. Research approach
1.0 Introduction
Fashion studies is an emerging area of discourse that draws from diverse fields of study—philosophy, 
historical studies, anthropology, cultural studies, feminist studies, media studies and material studies—
and thus often necessitates a range of methods from these disciplines. Rocamora and Smelik point out 
that ‘[t]he study of fashion necessarily covers a wide terrain, ranging from production to consumption 
and systems of meaning and signification, and scholars need an equally wide array of methodologies 
and theories from many disciplines.’ (Rocamora & Smelik, 2016, p.2) As such, there is often a need 
for ‘a range of methodological approaches, which are poached from a number of different disciplines.’ 
(Granata, 2012, p.74) This is a notion reinforced by Nigel Cross; in a discussion of research approaches 
in the field of design he writes that ‘[j]ust as the other intellectual cultures in the sciences and the arts 
concentrate on the underlying forms of knowledge peculiar to the scientist or the artist, so we must 
concentrate on the ‘designerly’ ways of knowing, thinking and acting’ (Cross, 2001, p.5). Within this 
broader field of fashion studies only a minority of studies address the experience and phenomenon of 
fashion—which is to say, practice ‘ways of knowing’ specific to the fashion context—through practice-
oriented methodologies, as, for example, Ricarda Bigolin, Winnie Ha Mitford and Lara Torres’s 
practice-oriented PhD studies do (Bigolin, 2013; Ha Mitford, 2015; Torres, 2019). 
Rocamora further notes that, considering the vital role of fashion media artefacts and practices in 
the production and consumption of fashion, ‘little is known about its discourse: about the objects it 
creates and represents, cities such as Paris included; about the values it conveys and is informed by; 
and about the way it operates qua discourse.’ (Rocamora, 2009, p.3) This PhD study aims to contribute 
to practice research in fashion and address this gap in the discourse through practice-led research 
that unearths insights on publishing fashion and contributes to fashion and fashion media studies. In 
order to understand what it means to publish fashion, and the values and effects of marginal fashion 
publishing, two further questions have guided the approach of this study in understanding the value 
of marginal publishing in the context of current practice and discourse on fashion media. These are: 
How can practice-led research explore fashion (publishing) practice? And, how can experimental 
publishing re-evaluate marginal publishing in fashion? These questions deal with the central role of 
the publication project Mode and Mode in this research, reflecting an approach whereby many of the 
findings are generated through practice.
Central to the research is the serial publication Mode and Mode, a creative exploration into publishing 
fashion through practice. Through the process of producing and distributing six iterative issues of this 
serial project within independent publishing and bookselling channels, Mode and Mode enabled a 
reflective and analytic exploration of the work of fashion publishers in the chapters in this study. As 
a publication practice, and a publication about practice, Mode and Mode generates insight on what 
it means to publish fashion and how to go about it. This practice lens generates the discussion in the 
chapters on fashion media and publishing practice in reference to Frayling’s outline of research in 
art and design, namely ‘research into art and design’ and ‘research through art and design’ (Frayling, 
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1993, p.5). The methodology of this study hybridises these approaches into a third research paradigm: 
‘research into art and design, through art and design’. Within this ‘practice about practice’ research 
framework, practice-based and theoretical findings about marginal publishing tactics in fashion are 
uncovered. How this practice-led approach forms the architecture of the dissertation and discussion of 
the chapters is unpacked in further detail in section 1.3.
Given the dynamic, and multifaceted nature of fashion, fashion discourse is similarly ‘a conglomerate 
of discourses’ (Rocamora, 2009, p.22). Foregrounding the discussion of the chapters, section 2 offers 
a contextual review outlining relevant theory and practice drawing from a range of discourses. This 
section connects media practices with the symbolic and cultural construction of fashion, drawing 
on fields of fashion and fashion media, as well as art, design and publishing studies. In particular, 
it looks at studies that explore publishing as a productive space for creative experimentation and 
critical practice. Through this review of literature, and visual and material analysis of practice artefacts 
(Gray & Malins, 2004), it became apparent that there was little available practitioner insight on 
publishing practice in fashion. In response, the research includes a suite of practitioner interviews—an 
ethnographic component drawing on social science methods.
To address the practice of publishing in fashion as both an ‘activity’ and a ‘mode of production’ 
(Bhaskar, 2013, p.18), this study forms a hybrid model of practice research in response to the dynamic 
nature of the subject: fashion publishing. 
1.1 Practice research
This study examines the socio-cultural practice of publishing based on the understanding that 
knowledge emerges through social relations and engagement with the world. As such, the research 
takes the epistemological view of social constructionism (Berger & Luckmann, 1984; Crotty, 1998, 
pp.1–17). In other words, the research question of what does it mean to publish fashion? seeks to 
understand the complexity of interactions and cultures in this field of practice—namely publishing 
practice—as it relates to fashion, assuming that knowledge ‘is not discovered, but constructed’ (Crotty, 
1998, p.9). 
In light of the rising interdisciplinary and global scope of fashion and fashion studies, there is a 
growing need to discuss research methods and practices that aid students and scholars in exploring 
the wide-ranging and multilayered forms, experiences, and meaning dimensions of fashion—from 
the intimate, corporeal sensations of making an appearance with the wearing of fashion and clothes, 
to the designing, making, mediation, or distribution of fashion in objects, images, and imaginaries.
—Henke Jenss (Jenss, 2016, p.2) 
Fashion is a field that already draws from diverse fields of study, and often necessitates similarly 
diverse methodologies. In order to understand the practice of fashion publishing, and its creative, 
discursive and cultural implications, this study develops a hybrid practice-led methodology that draws 
on key practice research methodological texts. Scholars in fashion studies have expressed the need 
for new methodological paradigms in positioning the role of practice in the context of research, a 
deficit highlighted by Henke Jenss and Clemens Thornquist (Jenss, 2016; Thornquist, 2018). In design, 
another field of research where practice-based studies are emergent, Laurene Vaughan writes that 
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the ‘time has come for design to value, embrace and articulate its own disciplinary and professionally 
relevant methods and modes of undertaking, disseminating and applying design research in practice.’ 
(Vaughan, 2017, p.11) Brad Haseman also endorses a ‘[p]ractice-led researchers are formulating 
a third species of research, one that stands in alignment with, but seperate to, the established 
quantitative and qualitative research traditions.’ (Haseman, 2007, p.150) 
Practice research in fashion is an emerging but vibrant field (Shin, 2012). Studies on unconventional, 
non-traditional and potentially non-commercial modes of practices have revealed new understandings 
of the complexity of contemporary fashion and our experience of this phenomenon, contributing 
to the field of fashion studies. For example, Jessica Bugg’s doctoral thesis explored a practice-led 
methodology to explore, through dress, the relationship between body, movement and communication 
(Bugg, 2006); Winnie Ha Mitford’s dissertation ‘Falling against Texture: Writing as Fashion Practice’ 
proposed writing as fashion through the author’s writing practice (Ha Mitford, 2015); and through a 
series of fashion-based projects Ricarda Bigolin explored alternative, experimental modes of fashion 
practice in her dissertation ‘Undo fashion: Loose garment practice’ (Bigolin, 2013). In other creative 
fields relevant to this study—art, design and architecture—practice research has been established as a 
vital mode of producing knowledge in a discipline. 
Jenss notes that in bridging practice with theory, there is often a need to tailor individual research 
approaches with research interests (Jenss, 2016). In this study, a new methodological model is 
developed in order to contribute practice-generated discourse on fashion media and publishing to the 
field of fashion studies. This reflects a mode of research where, as Linda Candy and Ernest Edmonds 
suggest, ‘the research and the practice operate as interdependent and complementary processes.’ 
(Candy & Edmonds, 2018, p.63) As such, this study is guided by scholarship on practice research 
that encourages reflective and reflexive interactions between the practiccal and theoretical aspects 
of a research program. This reflects the conditions of both ‘practice-led research’ and ‘research-led 
practice’ outlined by Hazel Smith and Roger T. Dean through their model of an ‘iterative cyclic web’ 
in research. They propose a model for practice research whereby findings are generated through an 
iterative dynamic that functions between ‘the work of art as a form of research and […] the creation of 
the work as generating research insights which might then be documented, theorised and generalised’ 
(Smith & Dean, 2009, p.7). In this study, practiccal and theoretical aspects of the research are in an 
active dynamic throughout the process and progress of the research. In other words, contributions 
are developed through a research process involving creative practice, which is active in the research 
inquiry and instrumental to the findings.
1.2 Researcher background
Given the framework of this dissertation as a practice-led thesis, and the central nature of practice 
as the site of research, my work as an editorial practitioner is connected to the research enquiry. This 
creative practice draws on my professional background in fashion and publishing. Being trained with 
an honours degree in fashion design, then working in art and design publishing and as a freelancer 
writer for (generally) independent magazines, has led to a creative practice as an editor and writer 
with a specific interest in and sensitivity to the subject of fashion. Further, being based in Melbourne, 
my professional and creative practice—itself a marginality at a critical distance from the centres of the 
luxury and high-end European fashion—has been formative for my practice as a writer and editor. 
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This perspective can be summarised in my involvement in the Melbourne exhibition ‘High Risk 
Dressing / Critical Fashion’3 at RMIT Design Hub (Melbourne) in 2017, through the publication 
project the HRD/CF Newsletter. The newsletter comprised four bi-weekly issues of a newspaper 
published within the exhibition space featuring contributions from the artists in the show. The project 
was a rapidly-produced publication experimenting with written and visual content that explored 
alternative publishing strategies on the subject of fashion in response to the content in the exhibition, 
which centred on a collective of fashion practitioners formed in the early 1980s in Melbourne, the 
Fashion Design Council (FDC). Correspondingly, I also organised a panel discussion event as part of 
the exhibition’s program, ‘The Limits of the Page, Experimental Publishing in Fashion’.4 
In addition to Mode and Mode, I also maintain a practice as a writer for independent publications in 
fashion and design, having written for publications such as Monument, 299 792 458 m/s, PpR Journal 
and Press & Fold. Prior to this, my role as online editor of the independent fashion journal Vestoj 
(2012–2016) has in many ways informed my perspective on the subject of fashion, and my interest in 
unconventional forms of writing to explore this.
My work as an editorial freelancer is connected to Mode and Mode, and to the aims of this research 
study; I am interested in the artistic and critical functions of printed matter in contemporary fashion 
practice. Specifically, my practice experiments with editorial methods that interrogate the conventions 
of seasonal fashion media and, in doing so, explores fashion publishing as a platform for new writing 
and image-making practices.  
1.3 Case study research
The research has been informed by collective case study approaches (Stake, 1995; Simons, 2009; Yin, 
2014) to build theory on fashion publishing by examining the projects of particular practitioners. 
Methods in the research do not enact case study research in the traditional sense per se, but rather are 
informed by the use of case studies in knowledge production. The marginal publications, as editorial 
practices featured in Mode and Mode addressed in each of the chapters, were selected in their 
deviation from publishing conventions in fashion on the basis that they offer new understandings of 
the rituals and traditions of producing fashion. Context is given, in each of the chapters, on how these 
projects do so, and why I consider them to be marginal. This reflects the use of what Robert Stake 
proposes as an instrumental case study to understand something else (Stake, 1995) in the context of 
creative practice. This research proposes that these projects actively reconfigure fashion, as opposed to 
simply perpetuating its conventions.
In her essay ‘Designing Graphic Design History’, Triggs focuses on New Zealand publication The 
National Grid as a key example to discuss sociocultural aspects of graphic design. In doing so, Triggs 
demonstrates how a case study approach can be used to draw broader conclusions on particular 
3  ‘High Risk Dressing / Critical Fashion’ was curated by Robyn Healy, Fleur Watson, Kate Rhodes and Nella 
Themelios. See event page: http://designhub.rmit.edu.au/exhibitions-programs/high-risk-dressing-critical-fashion.
4  Speakers included Michael Trudgeon, D&K (Ricarda Bigolin and Nella Themelios) and Winnie Ha Mitford, with 
readings by Jessie Kiely, Monica’s Gallery (Spencer Lai and Jake Swinson) and Christopher LG Hill. See event 
page: http://designhub.rmit.edu.au/news/the-limits-of-the-page-experimental-publishing-in-fashion.
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aspects of a creative practice and field of study. Here, case study methodology similarly informs the 
structure of the chapters, which use the selected marginal publishing subjects of Mode and Mode as 
the basis of the findings in order to draw broader conclusions to address the research questions.
1.4 Hybrid study: Mode and Mode research into and through publishing
This research explores a practice-led thesis model with the serial publishing project Mode and 
Mode as the site for reflection and analysis, to explore fashion publishing into and through fashion 
publishing. In this section, I outline this creative practice-based project and model for practice 
research that generates knowledge through certain projects in order to draw broader conclusions.
a) Mode and Mode:
At the core of this research study, Mode and Mode is a self-published, small-scale, serial publication 
that explores marginal fashion publishing subjects through an experimental and counter-conventional 
publishing approach. Mode and Mode was conceived in 2016, the second year of this PhD timeline, 
as a publishing project in the context of the research. An outline of this project, its context and its 
methods as a marginal experimental publication foregrounds chapters 3–9.
Conceived as a practice research project, I began the publication and formed its editorial intentions 
to investigate marginal fashion publishing within the reflexive context of the research. Early in the 
project, Karina Soraya became involved as Mode and Mode’s graphic designer. The publication is 
collaboratively produced, although we have distinct roles. As editor, I set the intentions and oversee 
the production of the project, which involves the selection of subjects, the development of the content 
and its material outcome. Our roles meet in collaborative discussions toward the design and format 
of the issues. This study’s discursive analysis of Mode and Mode reflects on my development of this 
editorial process. 
In the context of the study, the process of producing and disseminating a serial publication within 
independent publishing and bookselling channels offers a reflective lens of practice that generates 
insight on what it means to publish fashion. Through six issues, Mode and Mode is an experimental, 
self-determining and purposeful enquiry into alternative modes of fashion practice at the margins 
of the commercial high fashion industry. The project is a designated editorial space that reflects 
publishing as an active, socio-cultural process (Gilbert, 2016) on the basis that ‘the Text is experienced 
only in an activity, in a production.’ (Barthes, 1989, p.58) Mode and Mode is part of this PhD study, 
but also operates as a project in the marketplace, forming a niche community within independent 
publishing. 
Conceived as a project within the research, from the outset Mode and Mode has been formed and 
informed by theoretical aspects of the research, but also faces outward to a community of publishing 
practitioners. Necessarily, the process of making Mode and Mode public, and developing this project 
(though small in scale) in the context of a community of similar fashion practices and small press 
publishing (delineated by the booksellers and retail boutiques that we now work with), considers the 
economic, socio-cultural and creative implications of a small-scale, independent publishing model. As 
such, Mode and Mode also has a life of its own as an independently circulated project. These aspects 
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also inform the research in a kind of feedback loop between the practice and theoretical aspects of the 
study.
b) Research ‘into’ and ‘through’:
The capacity to perform (make, write, teach, etc.) in a professional field of practice is 
essential to undertaking practitioner-research; more specifically, being a designer and 
possessing design expertise is the foundation to becoming a practitioner-researcher.
—Laurene Vaughan (Vaughan, 2017, pp.10–11)
In 1993, Frayling outlined three ways of going about research in art and design: research into art and 
design functions, research through art and design functions and research for art and design functions 
(Frayling, 1993, p.5). Conceived as separate modes of research enquiry, this study hybridises Fraying’s 
notion of ‘into’ and ‘through’ to form three lenses of reflective practice enquiry into fashion publishing. 
This is undertaken through an experimental publishing approach (outlined in further detail in section 
3.4), generating reflection and analysis on specific publishing subjects in order to draw more general 
conclusions on publishing practice in fashion.
On the basis of what Vaughan outlines as ‘practitioner-research’, the junction between research into 
fashion publishing and research through fashion publishing hybridises a third lens of reflective practice 
enquiry—research into publishing through publishing—that orients this research. This is illustrated in 
Figure 1.1 below. 
 
Figure 1.1: Three reflective lenses that frame the practice research.
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c) Lens 1—Knowledge from research through fashion publishing: 
We’re building the ship as we sail it
—Kay Ryan (Ryan, 2006)
This lens reflects on what was learnt about publishing through the publishing activity of Mode 
and Mode. These insights are generated through reflection on the practical, political and creative 
considerations specific to the kind of experimental publishing that Mode and Mode practices. The 
practice of forming, publishing and distributing each of the issues generates learning on how to go 
about publishing fashion in the particular cultural context and niche creative market in which Mode 
and Mode is situated. In this sense, lens 1 generates understandings on practice, through the process of 
doing practice.
d) Lens 2—Knowledge from research into fashion publishing: 
[…] self-produced design publications provide valuable 
insights into the theoretical and visual concerns that 
enrich our understanding of the history of the 
profession, graphic artefacts and their cultural contexts. 
—Teal Triggs (Triggs, 2009, p.338)
This study, through Mode and Mode, is a practice enquiry into the marginal publishing practices of 
particular publishing practitioners. This research lens of ‘insight into fashion publishing’ indicates what 
was learnt about each of the publishing practices in the research and publication of the issue. This 
lens reflects on how Mode and Mode generates findings about particular outlier fashion publishers 
from within an editorial context. Informed by aspects of case study methodology, in terms of Stake’s 
instrumental case study (Stake, 1995), this lens reflects on how Mode and Mode generates general 
understandings through particular subjects. The research for each issue, and the compiling of editorial 
content, are processes that enable reflection towards a thesis on the value of publishing activity in the 
context of fashion practice. This value is articulated in the discussion of the chapters and forms the 
contribution of this research to fashion scholarship.
e) Lens 3—Knowledge from research into fashion publishing, through fashion publishing: 
Learning how to regard, to really *see* this kind of work 
—products that empathetically capture the thought 
that accompanies making—fosters working in the 
same manner, with the same care, with the 
same attention to detail, and at the same patient rate.
—Stuart Bailey (Bailey, 2013, p.94)
At the intersection of lenses 1 and 2, a third lens is made possible. This framework of practitioner-
research (Vaughan, 2017) enables reflection on doing practice about practice, forming a particular kind 
of practice-based knowledge. This is formed through Mode and Mode, a publication about marginal 
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practices that is also itself marginal to mainstream fashion publishing. As a creative practice method 
and central site of this research, the project builds knowledge on publishing processes in fashion 
through ‘working in the same manner’ (Bailey, 2013, p.94) as the publications it features. This reflects a 
learning about the practice of marginal publishing through practicing the methods of marginal fashion 
publishers. This lens is informed by Cross’s views on design practice research and ‘designerly ways of 
knowing’ (Cross, 2006); how the experience of doing helps understand the practices of others in ways 
that would not have been possible without practice expertise. This study builds discourse into and 
through practice using Mode and Mode to generate reflection and analysis on the publishing subjects 
discussed in each of the chapters. Through the making of Mode and Mode—a printed material artefact 
as well as a platform for content—practice knowledge is gained about fashion publishing, addressing 
the question of what does it mean to publish fashion? through practice.
…
These three lenses are not mutually exclusive, and defining them as such should not suggest that 
they function separately in the research. Rather, they are interactive, functioning in tandem with the 
contextual review to generate critical reflection and analysis to form the discussion of the chapters. 
The hybrid nature of this study produces findings from a dialogue between theory and practice, 
contributing to fashion and fashion media studies, as well as suggesting experimental practice-based 
methods for contemporary fashion publishers. This role of practice in the context of the study reflects 
how ‘research questions arise from the process of practice, the answers to which are directed toward 
enlightening and enhancing practice.’ (Candy & Edmonds, 2018, p.63)
1.5 Contextual review
Thomas notes that independent fashion publishing reflects ‘significant and symbolic multidisciplinary 
activities within specific networks of distribution’ (Thomas, 2017, p.231). Given the dynamic nature 
of the subject of this research, fashion publishing, the literature and contextual review of this study 
(chapter 2) is an ongoing activity that incorporates a range of sources from theory to contemporary 
media artefacts into its scope. This section combines theoretical perspectives from fashion discourse 
(in fashion practice and fashion media) and analysis of primary materials (such as articles from 
contemporary fashion media) and publication artefacts, alongside practitioner surveys I conducted 
over the course of the research. This reflects what Carole Gray and Julian Malins outline as a ‘mapping 
process’ (Gray & Malins, 2004, p.36) that began as a broad survey and, as the research progressed, 
became increasingly specific. Where practitioner narratives, usually in the form of published 
interviews, were unavailable, practitioner surveys were undertaken to strengthen the contextual 
review; these are outlined in more detail in the following section. This approach aims to embed 
theoretical, archival and firsthand perspectives from a range of disciplines into a study positioned in 
the field of fashion.
The contextual review draws on key studies in fashion media (Jobling, 1999; McRobbie, 2000; Gough-
Yates, 2003; König, 2006; Dyson, 2007; Moeran, 2008; Bartlett, Cole & Rocamora, 2013; Duffy, 2013; 
Best, 2017), with perspectives from the fields of art, architecture and design, namely in terms of 
discussions on independent, artistic and avant-garde publishing activity (Colomina, Buckley, & Grau, 
2010; Allen, 2011; Gilbert, 2016). 
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This section provides a selective survey with the aim of establishing the key reference points in the 
history of fashion media as relevant to the discussion in the chapters on each of the issues of Mode 
and Mode, and to position alternative models of publishing as a ‘productive space for experimentation’ 
(Senior, 2013, p.10). 
1.6 Production as research methods
a) Practitioner interviews
In carrying out the contextual review, the lack of practitioner insight on publishing practice in 
fashion became apparent, particularly perspectives from small-scale, experimental and independent 
practitioners. In light of this, a series of interviews with publishing practitioners was undertaken as 
part of the research. These interviews were informed by literature on interview techniques outlined 
by D.A. de Vaus (de Vaus, 1995), targeting subjects whose creative practices employ marginal, 
unconventional and creative publishing strategies. The interviews were carried out in two phases, 
initially conducted as written questionnaires distributed via email to a series of subjects in the early 
stages of the research, and then supplemented with several open-ended face-to-face interviews in the 
latter half of the study. The interviews, and their contextualisation in the research, reflect a research 
method that employs interviews ‘not [as] neutral tools of data gathering but rather active interactions 
between two (or more) people leading to negotiated, contextually based results’ (Fontana & Frey, 
2005, p.698). The qualitative responses to the four interviews undertaken in the research substantiate 
the literature with a practitioner perspective and firsthand insight from fashion designers, editors 
and publishers. The interviews’ aim was to draw out key themes to demonstrate the dynamic role 
publishing has in the making of fashion, and to substantiate the contextual review. The interview 
subjects and questions are outlined in Appendix 2.
Four interviews were carried out where it was possible to make contact with the practitioners involved 
in producing and disseminating publishing in fashion either currently or in recent history (generally 
within the last ten years). Several interview requests were unsuccessful as the subjects either did not 
respond, or did not wish to be interviewed. The interviews that were conducted were done so in a way 
that was sensitive to and considerate of the schedules, geography and native language of each of the 
subjects. Ethics approval to RMIT University standards was gained, with participants completing a 
consent form along with the completed questionnaire. 
A first phase of interviews posed questions in a formulaic structure that sought practitioner insight 
on how they publish in relation to their fashion practice, and whether they had any cultural, critical or 
political motivations in doing so. These were then adjusted slightly depending on the professional role 
of the interviewee. In the second, later phase of interviews, which emerged in response to shifts in the 
scope of the PhD study, questions were more tailored to the interviewee’s creative and professional 
practice. Both phases, however, had the aim of gaining biographical and analytical insight into the 
publishing practices of the subjects. 
In addition, quotes from interviews conducted in each of the six issues of Mode and Mode are 
included throughout the discussion of the chapters. Here, quotes from the issues adopt the convention 
of brackets, followed by issue number and page number. For example, a quote from page 15 of Mode 
and Mode’s second issue will read as: (MM2, p.15). 
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b) Reflective production
Smith and Dean discuss how reflection emerges in the interactions between theory and practice, 
outlining that ‘insights, conceptualisation and theorisation […] can arise when artists reflect on 
and document their own creative practice.’ (Smith & Dean, 2009, p.7) The process of making Mode 
and Mode, and the learning into and through model of this research, has been instrumental in the 
formation of the thesis as a practice-led study. This was made possible through chronicled reflection 
on the practice over the course of the study. Through the process of compiling each of the six issues, 
and reflecting on the conceptual and practical decision-making of Mode and Mode, I learned specific 
insights about the practice of marginal fashion publishing through the practice of publishing on a 
similar scale. This reflection on practice through the three lenses outlined in the earlier section 1.4, in 
interaction with the contextual review, forms the specific practice-knowledge gained through making a 
publication about the publication practice.
Reflection through the three lenses, and on the practice of making Mode and Mode—demarcated by 
the typeface Louize which is used in every issue of Mode and Mode and across the website and other 
supporting media—is included in chapters 4–9. These insights inform the discussion of the specific 
publishing subjects of each of the chapters, as well as collectively producing new understandings on 
fashion publishing over the course of this study. Using Louize to differentiate two different forms of 
writing is a graphic strategy to separate reflective analysis of practice insights from the theoretical 
discussion of the dissertation, while still allowing the two narratives to be read in proximity and to 
intertwine at moments. 
1.7 Conclusion
In the context of Granata’s claim that in fashion studies there is often a need for ‘a range of 
methodological approaches, which are poached from a number of different disciplines’ (Granata, 
2012, p.74), this study draws on practice-based and social science methods to develop a hybrid model 
of practice-led research to address the socio-cultural practice of publishing. Central to the research is 
the serial publication Mode and Mode, a creative exploration of fashion publishing, through fashion 
publishing practice. Informed by case study methodology, this project generates knowledge by 
examining the marginal fashion publishing practice subjects of each issue in order to draw broader 
conclusions. Reflection and analysis of this practice project, in the form of Frayling’s research into 
fashion publishing and research through fashion, hybridises a new research paradigm: research into 
publishing, through publishing. This generates insight by doing practice about practice, as explored in 
each of the chapters.
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2. Contextual review: An historical narrative of fashion publishing at the margins 
2.0 Introduction
This study is an enquiry into the value of marginal publishing practices as projects that do not 
promote the seasonal production of fashion, those ‘devoted to Fashion on a regular basis’ (Barthes, 
1990, p.9). This section outlines a contextual review of selected theory and practice relevant to the 
chapter discussion of marginal publishing as a productive space for creative experimentation and 
critical practice. 
From emerging practices in the modernisation of the fashion industry and its discourse, to the 
emergence of disruptive, subversive and alternative practices (in print) at disciplinary boundaries, 
this section looks at how fashion is produced, or made, in relation to fashion media practices. 
This foregrounds the discussion in subsequent chapters which show how these conventions are 
experimented with and reconfigured in the work of certain practitioners. This contextual chapter 
outlines how history forms the conventions of fashion, to show how marginal published (discussed in 
chapters 3–9) deviate from these norms. Further, this section bridges this discussion with an outline of 
publishing practice in other fields, which informs the theoretical framework of subsequent chapters.
This contextual chapter outlines early forms of fashion publishing in the context of an industry in 
formation, through to the emergence of subcultural and alternative publishing practices in the latter 
half of the twentieth century, and the recent history of publishing in the context of critical crossovers 
between projects associated with both art and fashion industries. In particular, I look to alternative, 
experimental and conceptually-motivated fashion publishing practices in the context of postmodernity 
(roughly 1980s–90s),5 aspects of which, I argue, emerged in the early twentieth century in the context 
of a changing fashion media landscape. The late twentieth century period of fashion similarly 
experienced major technological change with desktop publishing technology and, later, the spread of 
and access to digital technology. I also describe some of the connections between fashion theory and 
practice through the development, and later subversion, of fashion media systems—ergo, publishing 
practice.
I address the role of early fashion media and publishing practice in the symbolic construction 
of fashion, from Walter Benjamin’s philosophical writing on fashion in the text, Arcades Project 
(Benjamin, 1999), to emergent writing and journalistic practices in fashion media. Often early 
manifestations of fashion theory—such as Benjamin’s—were not referencing the material artefact 
of the garment but, rather, fashion as it was represented. Early fashion magazines and the ways in 
which they represented consumers (mainly women) of fashion via illustration and writing thus had an 
important role in fashion theory. In her book The History of Fashion Journalism (2017), Best traces an 
5  I draw from Elizabeth Wilson’s conception of postmodernism in fashion outlined 
in her chapter ‘Fashion and postmodernism’ (Wilson, 1998).
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overview of the history of fashion journalism, demonstrating how the fashion magazine, as an inter-
textual object, has been involved in the construction of fashion as a system and a symbolic language. 
She writes: 
[F]ashion journalism cannot be seen as being separate from fashion itself. Indeed, if 
fashion is the creation of the symbolic value of clothing, then the fashion media—
dedicated magazines, fashion columns in newspapers, women’s ‘service’ magazines, Sunday 
supplements, hybrid or niche magazines, television, and blogs and other online platforms—
have been, since the outset, at the very heart of the process. (Best, 2017, p.1) 
Though these practices have been formative in the media and communicational conventions of the 
fashion industry, given the nature of their medium their presence is often scarce in contemporary 
discourse as they are marginalised by history. In this chapter my aim is to level some of these practices 
(for example, the work of fashion journalist Helen Hessel described in section 2.2, and then as the 
subject of Mode and Mode in chapter 8) into a discussion of fashion publishing.
In this contextual chapter I also outline the concept and history of the ‘fashion designer publisher’, and 
how early fashion designers such as Paul Poiret established enduring in-house publishing practices in 
fashion. This section (2.3) also details a history of these namely avant-garde practices,6 through to the 
late twentieth and early twenty-first centuries, and their collaborative publishing innovations in the 
context of postmodern cultural and artistic changes in the fashion industry. Scholar Barbara Vinken 
describes the 1980s as an era where fashion ‘is no longer dependent on the designer alone, but in 
equal part, on the people in the street’ (Vinken, 2005, p.35). During this time, we see an unravelling of 
established traditions and power hierarchies. Correspondingly, fashion publishing as a collaborative 
and artistic practice flourishes with new desktop printing technology and an emerging generation 
of ‘avant-garde’ designers such as Martin Margiela, Yohji Yamamoto and Comme des Garçons, who 
aimed for distance from popular trends in the opulent, and individualist, decade of the 1980s. Vinken 
describes the 1981 Paris show of Comme des Garçons as the beginning of the era of ‘postfashion’, in 
which fashion ‘deconstructs modernity and, in the end, leaves it behind.’ (Vinken, 2005, p.35) Prior 
to this era, subcultural moves in fashion in the 1960s and 1970s emerged as a platform to express 
political and cultural opposition to perceived mainstream attitudes, norms and behaviours. Similarly, 
corresponding subcultural publications and alternative fashion media reflected content and design 
that was experimental, ad-hoc and DIY, with editorial approaches that expressed their political and 
feminist agendas. 
In the 1990s, the field of fashion diversifies even further in the context of a globalising industry. I 
discuss key independent, small-scale designers (practices that were increasingly present in the decade), 
contrasting with a rise in major fashion conglomerates, such as LVMH (von Olfers, 2011). This had a 
radical effect on independent fashion media practices that used publishing as a medium to experiment 
and critique. This decade saw magazines equally invested in art, fashion and critical discourse, such 
6  I cover a discussion of the such labelling of designers as ‘avant-garde’ as 
well as ‘alternative’ and ‘experimental’ in section 2.4.
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as Purple,7 Self Service8 and tank,9 emerge and cater to a culturally niche and sophisticated reader. As 
Granata writes, ‘[t]he 1980s were the years that planted the seeds for the more forceful break with 
‘classical’ fashion imagery that occurred in the 1990s, a break whose ripples continue to make their 
effect felt in the new millennium.’ (Granata, 2016, p.1) In the art world, an increasing interest in the 
subject of fashion as a site for cultural critique was reflected in a number of practices and curated 
exhibitions, for example Art Club 2000, Honey-Suckle Company and Elysian Fields (curated by 
Purple magazine editors Olivier Zahm and Elein Fleiss). These intersecting projects of art and fashion 
in recent history provide the context for several of the projects discussed in the chapters of this study, 
and function as precedents for understanding the marginality and creative exchanges of contemporary 
fashion publishing. 
In the context of contemporary fashion media in an age of networked technology dominated by 
digital fashion media monoliths, the digitisation of fashion—from runway coverage to online fashion 
magazine publishing—has had a radical influence on the experience of fashion. The increasing 
complexity of the fashion media landscape, for publications in print and in digital, has seen new 
corporate practices emerge in terms of brand and editorial collaborations, as well as new experiences 
of fashion in digital formats and their relation to time. Still, the seasonal nature of major publications 
and ‘niche fashion magazines’ (Lynge-Jorlén, 2017) alike have a tendency to marginalise the past in 
their focus on the present moment.
Though there has been substantial research on conventional fashion media and commercially-oriented 
fashion magazines, i.e. those that are implicit in fashion’s system of production (McRobbie, 2000; 
Gough-Yates, 2003; König, 2006; Dyson, 2007; Moeran, 2008). To some extent, there has also 
been research on alternative fashion periodicals, particularly the ‘style magazine’ (Jobling, 1998; 
Hebdige, 1988), ‘niche fashion magazines’ (Lynge-Jorlén, 2017) and designer ephemeral media 
(Pecorari, 2013). Research on non-mainstream media in fashion is rare. In order to address this, the 
final section in this contextual chapter looks at documented publishing practice in the fields of design 
and architecture, in particular, discourse on artists’ books and magazines. This area demonstrates 
a more active discourse and historical framework for examining the ways in which practitioners 
explore artistically and critically-motivated publishing. As Allen notes, ‘[c]entral to the oppositional 
character of artists’ magazines was the way in which they both drew on and defined themselves 
against mainstream media and, in particular, the commercial art magazine.’ (Allen, 2011, p.7) This 
literature documents the histories of alternative practices and their theorisation in a way that, I argue, 
is productive to incorporate into fashion discourse. This literature provides a theoretical framework 
to help understand the ways in which a fashion publisher, like the artist-publisher, might also 
take counter-conventional, critical and artistically-motivated approaches. This framework informs the 
discussion in the proceeding chapters.
7	 The	publishing	studio,	Purple	Institute,	founded	by	Elein	Fleiss	and	Olivier	Zahm,	first	published	the	
periodical art/fashion journal Purple Prose in 1992, with periodicals Purple Fashion (released 1996), 
Purple Fiction (released 1995) Purple (released in 1999), Purple Journal (released in 2004), Les and 
Purple Sexe among other publications and projects including brand lookbooks (such as Costume 
National and Jil Sander) and exhibitions. See: http://purple.fr/magazine/ss-2011-issue-15/.
8 Self Service, the Paris-based fashion bi-annual, was founded in 1995 by Suzanne Koller and Ezra Petronio, emerging 
from their branding agency which they founded in 1993. See: http://selfservicemagazine.com/back-issues/
9 tank was founded by Masoud Golsorkhi in London in 1998.
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2.1 Fashion and fashion media in modernity
Since cultural modernity and the modernisation of fashion as both a consumer and urban 
phenomenon from the mid-nineteenth and into the twentieth century, theorists have approached 
the subject in an attempt to define its cultural and symbolic boundaries (Evans & Breward, 2005). 
Early modern fashion theorists equated fashion (mode) with the cultural and technological idea of 
modernity, a bond that has been enduring in both the professional and metaphorical construction of 
fashion.
[…] the word ‘modernity’ attempts to capture the essence of both the cultural and the 
subjective experience of capitalist society and all its contradictions. It encapsulates the way 
in which economic development opens up, yet simultaneously undercuts the possibility 
both of individual self-development and of social cooperation. ‘Modernity’ does also 
seem useful as a way of indicating the restless desire for change characteristic of cultural 
life in industrial capitalism, the desire for the new that fashion expresses so well.
—Elizabeth Wilson (Wilson, 2004, p.64)
This period represents major developments in the fashion industry and consumer culture, relating to 
the modernisation and development of cities and their transport and manufacturing capabilities in the 
eighteenth and nineteenth centuries that has had lasting effects on its conventions today (Breward & 
Evans, 2005). Alongside the introduction of designer salon presentations, for fashion, modernity meant 
the proliferation of ready-to-wear clothing and department stores. Fashion media, too, underwent 
significant upheaval. The professionalisation of the field of fashion journalism occurred alongside the 
increasing availability of fashion magazines and their market categories (from high-end to popular), 
the modernisation of magazine printing and transport and the development of the cultural experience 
of fashion as a leisure habit among the emerging bourgeoisie (Best, 2017). I use the term ‘modernity’ 
to account for the cultural complexity that surrounds the technological shifts relating to modernism,10 
leading to the characteristics described in the above quote from fashion scholar Elizabeth Wilson. 
Wilson further explains that ‘[f]ashionable dress in this modern era emerges as a ‘continuously 
changing phantasmagoria of styles’ (Wilson, 2003, p.xi), as diverse in character as it is temporally-
volatile as it becomes subject to distinct seasons.
Theorists and critics, such as Benjamin, Théophile Gautier, Charles Baudelaire, Paul Valéry, Stéphane 
Mallarmé and Paul Claudel, equated fashion with the temporality of modernity (Lehmann, 2000). 
Or, as Baudelaire writes in his essay ‘The Painter of Modern Life’, ‘the ephemeral, the fugitive, the 
contingent, the half of art whose other half is the eternal and the immutable.’ (Baudelaire & Mayne, 
1964, p.13) For Benjamin, fashion was emblematic of culture in flux, and, bound with the notion of 
time, the dynamics between past, present and future. He writes, ‘[t]his spectacle, the unique self-
construction of the newest in the medium of what has been, makes for the true dialectical theater 
of fashion.’ (Benjamin, 1999, p.62) In another section on fashion (sourced from a manuscript cited 
by Lehmann) from the book Arcades Project, Benjamin writes, ‘[f]ashion has the scent for the 
10  ‘Modernism’ refers to a movement in response to the rapid technological change and 
progress with the widespread use of post-industrial technology that occurred across the late 
nineteenth and early twentieth centuries, in the wake of the industrial revolution.
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modern wherever it stirs in the thicket of what has been.’ (Lehmann, 2000, p.164) Scholar Ulrich 
Lehmann expands on these notes, proposing that fashion ‘changes constantly and remains necessarily 
incomplete; it is transitory, mobile, and fragmentary. This quality ties it with the pace and rhythm 
of modern life.’ (Lehmann, 2000, p.xii) This ephemeral nature of fashion has been a persistent site 
for discourse; Vinken writes that ‘[f]ashion as the ephemeral is the quintessential momentum of 
modernity.’ (Vinken, 2005, p.43) Wilson, whose writing also builds on these philosophical foundations 
of fashion in modernity, concludes that ‘[f[ashion is dress in which the key feature is rapid and 
continual changing of styles. Fashion, in a sense is change, and in modern western societies no 
clothes are outside fashion’ (Wilson, 2003, p.3). Wilson’s distinction between fashion and dress links 
fashion and time, a sort of temporality that transforms clothing (or dress) into fashion. This enduring 
relationship between fashion and time relates to the seasonal conventions of fashion, an aspect that is 
unpacked further in relation to the practices discussed in the chapters of the dissertation.
Early forms of fashion periodicals emerged in the context of the political and cultural policies 
established in the French courts (Best, 2017). Louis XIV, along with his economist Jean-Baptiste 
Colbert, restructured the French guild system in the mid-seventeenth century to position dress 
as a luxury, French, commodity—a move that aimed to protect and promote French artisans and 
makers, with laws dictating the production and consumption of clothing. Many attribute this as the 
foundation of luxury fashion, and its historical roots in the haute couture system, today governed by 
the Fédération de la Haute Couture et de la Mode.11 It is in this setting that the first fashion magazine, 
Le Mercure Galant12 published reports on fashion from the courts in Versailles. These, and other early 
forms of fashion media, reported on seasonal trends in the aristocratic courts in the form of written 
commentary and illustrated fashion plates. Under these conditions, Western fashion forms an enduring 
link to the French culture of the courts.  
Fashion media’s parallel trajectory with technology occurred literally, in terms of the modernisation 
of printing and transportation, as well as culturally, establishing a crucial link between fashion 
and modernity. With the French Revolution, and the sumptuary laws of France’s ancienne regime 
overthrown in 1793, the next century saw significant expansion of the middle class bourgeoisie, and 
with it a rise in the consumption of fashion. Best notes how, in this emerging middle class culture, 
‘fashion’s modernité was linked to its broader symbolism as the emblem of democracy and consumer 
choice.’ (Best, 2017, p.17) Correspondingly, fashion magazines, in the wake of new printing technology, 
became linked to modernisations in fashion as an industry. This expanding middle class, along with 
major cultural and technological shifts of the eighteenth century, led to a significant rise in fashion 
magazines, greater coverage on fashion in other publications (such as newspapers) and an overall 
commercialisation of fashion on the page. This burgeoning period of fashion magazines, from the 
1830s onward, led to more available and diverse writing on fashion, particularly in relation to other 
cultural spheres. Fashion magazines were only one aspect of the many ways in which the fashion 
industry was modernising and formalising. The emergence of fashion shows in France and America 
from the 1900s also reflected an industry in change, what scholar Caroline Evans describes as ‘a 
modernist flow of images, commodities, bodies and styles that circulated in the early twentieth-century 
city.’ (Evans, 2013, p.3) 
11  The Fédération de la Haute Couture et de la Mode is the governing body for the French 
haute couture and ready to wear fashion industry. See: www.fhcm.paris/.
12  Jean Donneau de Visé published Le Mercure Galant from 1672 to 1674.
27
The emergence of the first fashion shows as part of the production of fashion coincided with the 
emergence of fashion journalism as a recognised profession: ‘For journalists, fashion shows represent 
news and they constitute stories, while they help buyers to understand the designers’ vision.’ 
(Entwistle & Rocamora, 2006, p.742) Press and marketing processes in early modern fashion were 
instrumental in establishing its seasonal calendar, frequented by fashion journalists. Allen provides a 
contemporary definition of the magazine as:
[A] type of periodical: it is issued at regular intervals, and exists serially across a span of time. 
This peculiar temporality, it has been argued, is the defining feature of the genre, linking 
readers and texts together to create a public. (Allen, 2016, p.12) 
Lehmann, who provides a detailed survey of the cultural practices of early fashion magazines, outlines 
that a fashion journal must ‘appear regularly, feature present or latest fashions, provide a mixture of 
text and image, and profess to take fashion seriously, that is, refrain from sustained satire or moral 
critique.’ (Lehmann, 2018, p.74) Serialisation of print media emerging from the new printing and 
transportation technology available to publishers encouraged a more dynamic presentation of text 
and image on the page and greater aesthetic exploration (Lauster, 2007, p.23). As a result, print media 
was no longer a static artefact but an active, temporal and engaged practice that functioned across 
networks and audiences. Serialisation of fashion offered a more formal structure that reflected culture 
in now-time, or jetztzeit (Benjamin, 1940). As the seasonal format of the fashion industry emerged 
on regular schedules through the couturiers who began showing their work in salon presentations in 
the early twentieth century, fashion developed its particular, and enduring, seasonal temporality. This 
aspect of fashion remained active in its symbolic constructions by theorists over the course of the 
twentieth century. 
Though Paris remained the cultural centre of fashion, fashion media also became more geographically 
diverse in an expanding industry. The industry was coming into its own, and early fashion journalists 
and magazines were essential in the communication of fashion in this changing society. Fashion plates, 
as well as writing, played a dynamic role in this emerging industry. Early forms of fashion commentary 
were often as much about criticising cultural trends as they were about promoting commercial trends, 
expressing the literary tradition of the ‘critic as a qualified observer’ (McNeil & Miller, 2016). Before 
the technology of photography, fashion writing contained not only indications of seasonal collections, 
but commentary on how and where they were being worn. As scholar Hazel Hahn argues, ‘[f]ashion 
plates encouraged the reader to emulate the women depicted and to imagine oneself appearing 
perfectly dressed and possessing and using the items depicted.’ (Hahn, 2005, p.69) She also notes how 
‘fashion magazines form a depository of social and aesthetic mores, customs, and ideologies. The term 
“mode” designated not only fashion in clothing but also cultural trends.’ (Hahn, 2005, p.65) 
Fashion media’s complicated relationship with commerce begins here also, at ‘a time when expanding 
modern journalism was creating a new space for discussing new issues and was embracing techniques 
of modern advertising.’ (Hahn, 2005, p.224) With the expansion of the modern fashion and retail 
industry—seen in the increasing number of fashion houses, boutiques and department stores, such 
as Paris’ Le Bon Marché, which opened in 1852—came promotional opportunities for the fashion 
press. In her discussion of early-to-mid nineteenth century fashion magazines, such as Le Moniteur 
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de la Mode13 and Les Modes Parisiennes,14 Hahn highlights this relationship between fashion media 
and commerce: ‘Fashion discourses in fashion magazines were complicated by the blending of 
recommendation and advertising.’ (Hahn, 2005, p.216) Fashion magazines increasingly began to 
feature shops, fabric houses, manufacturers and other related enterprises emerging at this time of 
modernity. By the second half of the nineteenth century, advertising in varying forms became a 
part of all fashion magazines and fashion publishers developed personal relationships with brands, 
fashion houses and outlets that unfolded on the pages of their publications. For example, Best cites 
the magazine La Sylphide, published by Henri de Villemessant, as scenting its covers with perfume by 
Guerlain (Best, 2017).
The development of fashion media and publishing into a seasonal industry in the early twentieth 
century coincided with the progress of fashion as an economic system in conjunction with modernity. 
This led to a diversification of print media in fashion with market categories beginning to appear 
and cater to various readers. By the early twentieth century, fashion publications were widespread 
and a critical part of the consumption of fashion on a variety of market levels. Popular mainstream 
publications such as Harper’s Bazaar and Vogue, founded in 1867 and 1892 respectively, reflected 
a democratisation of fashion magazines which were, by the turn of the century, widely read by a 
readership of diverse classes, largely women. Coupled with this, fashion magazines became powerful 
mediators of taste and strongly linked to trends through their commentary on aristocratic and luxury 
culture. This reflects the beginnings of the now-established notion that fashion journalists and media 
are the tastemakers of the industry, their role seen as arbiters of the next trends. High-end fashion 
publications such as Jardin des Modes and Le Gazette du Bon Ton promoted the work of artists and 
printmakers through the ‘pochoir’, a type of illustration that became popular in the art deco era prior 
to photography printing technology (Calahan & Zachary, 2015). Le Gazette du Bon Ton15 was an 
ornate, high-end fashion magazine that worked with couture houses featuring writers more aligned 
with literature, and illustrators more aligned with art. The publication opportunistically linked fashion 
with figures in ‘high culture’ and was ultimately marketed for the elite, culturally-adept fashion 
consumer. Best draws the link between these publications and their artistic scope to contemporary 
high-end fashion publications. Le Gazette du Bon Ton, she notes, was ‘positioning itself as an arts 
magazine and a cultural artifact, it was the hybrid precursor to today’s niche fashion publications (the 
creators of Visionnaire cite it as a source of inspiration).’ (Best, 2017, p.83)
As well as the professionalisation of the advertising industry, by the early 1930s developments in 
printing of fashion photography shifted the visual content from illustrations to photographic stories. 
The late-eighteenth century saw the emergence of photography, a medium that would become an 
essential part of the visual content of a fashion publication. For example, in the 1880s, L’Art d’Être 
Jolie began to feature a photograph of a ‘cover girl’ and from 1901 Harper’s Bazaar began to feature 
a new cover each month instead of a consistent placeholder cover. Furthermore, the inclusion of 
photography in fashion magazines facilitated collaborations with a new kind of artist, many surrealists, 
such as Man Ray and Edward Steichen. As Best explains, ‘[b]y the late 1930s both Vogue and Harper’s 
13  Le Moniteur de la Mode was founded in 1843 in Paris.
14  Les Modes Parisiennes was founded in Paris in 1843 by Philipon.
15  Le Gazette du Bon Ton was founded by Lucien Vogel and distributed by Condé Nast 
between	1912	and	1925.	Its	artistic	ambition	was	clear	from	the	first	issue	in	which	its	editor	
Henri Bidou announced: ‘The revue itself will be a work of art’ (Best, 2017).
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Bazaar were increasingly using photography to establish their respective artistic credentials and 
fashionable modernity.’ (Best, 2017, p.92)
The early twentieth century was a formative period for fashion journalism and its media platforms. In 
this period, the philosophic and symbolic condition of fashion as an essentially temporal concept was 
established. Correspondingly, these historical forms of the fashion magazine share their origins with 
the emerging modern fashion industry. In this context, fashion as a dynamic, seasonal and ephemeral 
phenomenon is galvanised. Early fashion magazines and their fashion show counterparts established a 
template for media conventions (in relation to the fashion industry) for publishing fashion today.
2.2 Early fashion writing and writing on fashion
The toque tipped forward over the forehead, a style we owe to the Manet exhibition, 
demonstrates quite simply our new readiness to confront the end of the previous century. 
—Helen Hessel, Vom Wesen der Mode (1935), quoted in Walter 
Benjamin’s Arcades Project (Benjamin, 1999)
Fashion writing and journalism became a recognisable profession in modernity and took on a visual 
quality in its role as a medium for communicating fashion. In the emerging fashion magazines of 
the modern period, fashion and its textualisation in the form of columns and articles constructed 
imaginary visions 
through detailed descriptions of dresses, accessories, and other consumer items. Such texts 
were meant to construct imaginary scenes in the reader’s mind and thereby contributed to 
the formation of the visual culture of Parisian consumption. They were the textual equivalent 
of fashion plates. (Hahn, 2005, p.214) 
In early fashion magazines and columns writing not only contained descriptions of seasonal 
collections, but also contextual commentary on how and where they were being worn. This is an 
idea that Barthes would later explore in his elaborate semiotic campaign The Fashion System, 
isolating ‘written clothes’ as an interconnected component of fashion. This section discusses some 
of the different voices writing on fashion in the formative period of the fashion industry in the early 
twentieth century. In this study, writing is considered as integral to fashion and fashion publishing in 
‘all forms of fashion writings such as reports, profiles, short news stories, interviews and not just the 
short utterances describing clothes that Barthes looked at.’ (Rocamora, 2009, p.60)
After burbling for the New York Post, the Detroit Free Press, et al., that everything was divine, 
glamorous, chic, gorgeous, as Sylvestre had taught me, I would retire to the fastness of my own little 
apartment and tell the New Yorker readers that Molyneux was a good safe designer with not too 
much originality; that Patou thought he’d designed a coat if he put enough fox fur on it; that Talbot 
had her tongue in her cheek when she made baby bonnets. The New Yorker, ladies and gentlemen, 
is the only magazine I ever saw which had the guts to let its fashion reporters speak their minds.
—Elizabeth Hawes, Fashion is Spinach, 1938 (Hawes, 2015, p.77)
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By the 1900s, the fashion press was an important industry with many publications around the world 
hiring freelance writers to report on the seasonal shows in Paris. The fashion press was often seen 
as frivolous, and less substantial in contrast to other journalistic forms, promoting consumption 
habits and often working in the interests of the fashion houses on which it reported. For example, 
novelist Marie Corelli critiqued that, ‘[i]f the Press would equally use its efforts to discourage florid 
descriptions of dress in their columns, much of the wild and willful extravagance which is frequented 
at the ruin of otherwise happy homes, might be avoided.’ (Corelli, 1905, p.226) Another account from 
fashion journalist and writer Elizabeth Hawes, in the quote above, observes that fashion writing 
for fashion columns, in its frivolous and commercial nature, prevented genuine honesty or critique 
(Hawes, 2015, p.77).
Amid a growing fashion industry and its journalistic practices in the early twentieth century there 
was, to some extent, also a willingness to explore more experimental forms of writing. Many literary 
figures wrote about fashion, or edited fashion publications. Observations on dress were as much 
about observations of culture and the subject was of interest to French novelist Honoré de Balzac, 
who edited La Mode, in addition to other literary figures involved in fashion writing, such as Gustave 
Flaubert for Les Modes Parisiennes. Oscar Wilde, who edited The Woman’s World in London, also 
wrote about fashion in relation to aristocratic culture. Until the 1920s, fashion journalists often came 
from literary backgrounds and, as scholar Heidi Brevik-Zender notes, ‘[w]riting about fashion was 
thus a form of cultural critique, but one that doubled as a self-conscious expression of modernity 
itself.’ (Brevik-Zender, 2012, p.54) Fashion was also an important influence on authors throughout the 
nineteenth century, and correspondingly was influenced by literary styles. Brevik-Zender adds that ‘[t]
o write about women in late-nineteenth-century Paris—from idealized portraits of feminine innocence 
to dangerous prostitutes and decadent femme fatales—often meant writing about fashion, and vice 
versa.’ (Brevik-Zender, 2012, p.58) This emergence in proximity to literary culture and its traditions is 
important in considering the nature of fashion criticism in mainstream media today, as Peter McNeil 
and Sanda Miller make the case for in their book Fashion Writing and Criticism (McNeil & Miller, 
2016).
Fashion, and its poetic dimensions as an emerging modern phenomenon, were also a subject of 
societal fascination and critique. Poet and critic Stéphane Mallarmé, a relative fashion outsider as he 
was not a fashion journalist, critiqued fashion and its cultures through his serial fashion periodical La 
Dernière Mode (Furbank & Cain, 2004; Lehmann, 2000). The project is an unusual and compelling 
example of writing fashion, as Mallarmé wrote and constructed the publication under a variety 
of pseudonyms, and almost exclusively by himself. Partnering with publisher Charles Wendelen, 
the publication, which produced eight fortnightly issues between 1874 and 1875, was distributed 
to about 3,000 subscribers. As researchers P. N. Furbank and Alex Cain note, in La Dernière Mode 
Mallarmé ‘made himself, in all seriousness, a fashion designer, and at the same time a parody of a 
fashion journalist, or rather of several different kinds of fashion journalist, and this opened him up 
to possibilities not available to a mere critic or theorist, like Gaultier or Baudelaire.’ (Furbank & 
Cain, 2004, pp.1–14) Mallarmé’s project was an ambitious, experimental creative project that sought 
to explore and critique the poetic dimensions of fashion, but that had no function in promoting the 
fashion industry. Through different characters, Mallarmé explored the form of a fashion magazine 
in thinly-veiled criticism of and observations on fashion. According to Lehmann, on the pages of La 
Dernière Mode ‘Mallarmé’ invents fashion as he invents his own syntax.’ (Lehmann, 2000, p.80)
31
Fashion’s link with modernity reflected a changing culture and experience. Fashion magazines 
functioned as modes of display for fashion and reflected a more mobile, active fashion model—out of 
doors, strolling the parks or streets—and fashion writing itself took on a more dynamic, experiential 
voice (Teunissen, 2006). In literature, the (male) writer-flâneur expressed these new modern 
conditions. Though largely the domain of women, writing in fashion, in its proximity to literary and 
artistic circles, also took on these experiential qualities. For example, German fashion writer Helen 
Hessel (who is explored as a marginal historical figure in the fifth issue of Mode and Mode, covered 
in chapter 8 of this dissertation) wrote and reported on the subject of fashion from Paris to German 
audiences in the late 1920s and early 1930s. Hessel’s work reflects an experimental approach, writing 
from the perspective of an active observer. Scholar Mila Ganeva notes that Hessel’s writing shows 
how ‘writing on fashion could be transformed into an idiosyncratic sphere of creativity where female 
flânerie, modernism, and surrealist experimentation crossed paths.’ (Ganeva, 2003, p.118)
Fashion writing in modernity also had a political function for countries seeking to establish themselves 
as culturally independent from dominant European centres, namely France. As scholar Eugenia 
Paulicelli argues, articles and writing on fashion produced in fascist Italy, particularly in the work of 
writers Gianna Manzini and Cesare Meano, demonstrated the political capacity of writing as a tool 
for building national culture and political resistance. The mechanism of fashion writing as a mobile 
medium for aesthetic ideals and social codes, in this case towards nationalisation, is another testament 
to the evocative capacity of words in fashion. Paulicelli notes that ‘[w]ords and their organization in 
narratives, then, had the task of providing the necessary tools with which to create “culture” for an 
appreciation of “Italian” taste and fashion both home and abroad.’ (Paulicelli, 2004, p.6) The work of 
these writers reveals the potential of writing practices in fashion to form cultural identities, suggesting 
that it is not only the clothing artefacts of fashion, but also the way it is described in text, that function 
as such. 
As part of an emerging industry and creative form, fashion writing and criticism in the modern period 
demonstrates remarkable capacity to be poetic, experimental and political. Within an increasingly 
commercial fashion and fashion media system, a complex array of practices in publishing and writing 
emerge. These practices—and their capacity to experiment, critique and facilitate cultural exchange—
are, I argue, a precursor for the practices discussed in this study, not looking inward to fashion but 
outward to other creative disciplines and their cultural practices.
2.3 The fashion designer publisher and publishing experiments in the early twentieth century
This work, which to-day is to be found in every artist’s and art-lover’s library, is well known. It is an 
admirable production, and it was then a document without precedent. It was carried out with so much 
wit that it is scarcely outmoded today. Its title was: ‘Les robes de Paul Poiret racontées par Paul Iribe’.
—Paul Poiret’s memoir, The King of Fashion (Poiret & Guest, 2009, p.49)
To lesser and greater extents, all fashion houses produce printed textual and visual material as 
supporting material within an overall communication programme, a practice that began in the 
formalisation of the fashion industry in modernity. During this time, fashion houses started to 
communicate their creative visions in more diverse ways via printed matter and engagement with 
fashion media. In the early twentieth century, couturiers expressed their visions through text and 
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publishing strategies from in-house publications (early forms of the ‘lookbook’), collection titles 
and descriptions, sketches and pochoirs. These early forms of supporting fashion media evolved 
into a diverse array of seasonal publishing and printed matter—including lookbooks, invitations 
and publications—that fashion houses and brands produce and that I refer to as ‘fashion designer 
publishing’. 
Paul Poiret, in particular, was a master promoter and one of the first designers to capitalise on the 
creative and conceptual capacity of the print medium to create in-house publications, which were 
often developed through his close ties with artists and the creative milieu. Establishing his fashion 
house in Paris in 1903, Poiret was a collector of art and drew artists and illustrators into his orbit 
by commissioning figures like Paul Iribe and Raoul Dufy to design textiles for his fashion house 
and, from 1908, Poiret produced his own house publication, Les Robes de Paul Poiret racontées par 
Paul Iribe (Troy, 2002, p.162). As Best outlines, these ‘“albums” were artistic works that showcased 
his [Poiret’s] designs as if they were artifacts […] Prints from these albums were included in the art 
exhibition “Le Salon d’Automne” of 1909 and 1911, further enhancing the idea of couture as art.’ 
(Best, 2017, p.81) Poiret was acutely aware of the benefits of aligning himself with figures in high art 
and distancing himself from status of dressmaker and he did so, in many ways, through his publishing 
output. Though other couture houses at the time were creating an array of printed collateral to 
support their creative visions, Poiret’s strategy was particularly assertive; he saw art and fashion as not 
simply involved, but indivisible. The designer saw an opportunity to work with artists across mediums, 
from work of art to dress, that was forward-thinking—for the early years of the twentieth century—in 
understanding the value of the art world as cultural capital for fashion.
The angel slipped his hand 
Into the eye fruit basket 
Stopping car wheels 
And the giddy gyroscope of the 
human heart 
L’ange a glissé sa main 
dans la corbeille l’œil de fruits 
il arrête les roues des autos 
et le gyroscope vertigineux
—Tristan Tzara, ‘Robe-poèmes’ (‘Dress poems’), collected in the publication 27 tableaux 
vivants (1969) published by Galleria del Naviglio (Tzara & Muth, 2015, p.305)
Artist and designer Sonia Delaunay, working at a similar time to Poiret, also collaborated with artists. 
Delaunay is well known for her contribution to the field of textiles with her colourful designs, but 
she also contributes another critical example of a designer-generated fashion publication relevant to 
this study. Maintaining a practice as a fine artist and painter—she and her husband Robert Delaunay 
created the art form ‘simultanism’—Delaunay also created designs for Parisian fashion houses, 
having, at one stage, her own boutique, the ‘Atelier Simultané’. In a project, ‘Robe-poèmes’ (‘Dress 
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poems’),16 created between 1922 and 1923 (and later published in 1969 by Galleria del Naviglio), 
she collaborated with poet Tristan Tzara, who wrote text that Delaunay designed into a garment.17 
Wrapping Tzara’s syntax around the body, the text becomes concrete poetry in the form of dress 
designs. Lehmann, in his introduction to a translation of several of the poems, highlights that while 
‘there are many examples of writing on fashion, this collaboration between an experimental poet and 
a visual artist marks the rare instance of an attempt to write fashion per se.’ (Tzara & Muth, 2015, 
p.305) 
Another example of experimental publishing is the Dada publication Rogue, itself a parody of the 
popular Vogue magazine, in the form of a ‘little magazine’. Little magazines were an unorthodox, 
experimental and counter-conventional publication form favoured by avant-garde artists as well 
as modernist poets and writers in the early decades of the twentieth century. Rogue was produced 
between 1915 and 1916, by Louise and Allen Norton, and featured almost entirely female writers 
including Gertrude Stein and Mina Loy (Granata, 2018). Louise Norton wrote a regular column, 
‘Philosophic Fashions’, which projected experimental and critical writing about contemporary fashion 
in an ‘essentially feminine and, for the period, feminist nature’ (Bochner, 2007, p.54). Through the 
subjective and niche form of the little magazine, Rogue offers an early example of experimental and 
critical publishing on fashion. 
Experimental approaches to publishing fashion during the early twentieth century can also be seen 
in the work of constructivist and futurist artists, whose political aims unified politics with art, design 
and dress to critique fashion. Their campaign against the luxury fashion of Paris used media and 
new printing technology in innovative ways to disseminate practical, universal solutions to everyday 
clothing and work wear. Politically-motivated artists (particularly Italian and Russian), such as 
Giacomo Balla, Aleksandr Rodchenko, Varvara Stepanova and Liubov Popova, created ‘anti-fashion’ 
designs as an alternative to, and in critique of, fashion, which was seen to embody capitalist ideology. 
For the futurists, who were essentially marginal from the production of fashion in the French capital, 
the aim was ‘not simply to replace one fashion with another but to abolish the very system of fashion 
by designing clothes as works of art.’ (Stern, 2004, p.29) These designers politicised dress through their 
radical solutions to the wardrobe and exploited media networks in interesting ways to disseminate 
their work. For example, the ‘Tuta’, a design created by Futurist artist Thayat that rationalised 
the wardrobe to a single one-piece garment, was disseminated as a pattern inserted in the Italian 
newspaper La Nazione in 1920. Constructivists, such as Thayat, capitalised on modern publishing 
technology as a means of disseminating their ideas, bringing together art and fashion motivated by a 
political agenda. Futurist clothing was designed for longevity and did not subscribe to the capitalist 
logic of the fashion calendar, which rendered each season as passé. Moreover, the futurists’ use of 
media and technology reflects the ways in which dissemination of fashion can function on a political, 
as well as artistic, level.
16  ‘Robe-poèmes’ (‘Dress poems’) was originally conceived as individual works, but were eventually 
published together in 1969, commissioned by Galleria del Naviglio, as 27 Tableaux Vivants.
17  Delaunay’s earlier collaboration with Blaise Cendrars on the metres-long poem ‘La Prose du 
Transsibérien et de la Petite Jehanne de France (Prose on the Trans-Siberian Railway and 
of Little Jehanne of France)’ from 1913, no doubt informed the ‘Robe-poèmes’.
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The roots of fashion designer publishing seasonal brand collateral strategies that exist today can be 
traced to fashion designer publishing activities of the early twentieth century. Fashion ‘lookbooks’, 
in particular, are derived from the fashion albums and brand material produced by early French 
couturiers, such as Poiret, Lucile and Jean Patou. A lookbook is traditionally a fashion designer 
publication generated for industry seasonally, capturing information about a designer’s collection. 
They are generally created in-house, often in collaboration—particular for the larger luxury brands—
with a graphic designer, photographer or other creative practitioners. Hess & Pasztorek define a 
lookbook as ‘a visual documentation of a single season. Exclusively distributed to members of the 
fashion industry, lookbooks become a physical archive of the fashion label.’ (Hess & Pasztorek, 2010, 
p.145) They are brand publications and they are made for the purposes of a season’s collection, though 
their form and content can vary radically different designers in ways that can be poetic, luxurious 
and experimental. However, as Tamsin Blanchard notes, fashion designer publications and material, 
‘although highly sophisticated, expensive to produce, exquisitely designed and highly influential, [are] 
totally ephemeral, and thrown away without another thought.’ (Blanchard, 2013, p.49) 
Lookbooks reflect how a brand ultimately wishes their collection to be understood and have 
historically had a bridging function between a fashion designer and the media by providing 
reference material for editors to represent the clothing output in the pages of a magazine. They are 
conventionally produced exclusively for internal industry figures, not for customer view. As such, this 
kind of publishing operates as a sort of demi-publication, not entirely public (they do not carry an 
ISBN or publication number), though reflecting a formal publication in every other sense. Lookbooks 
mediate the collection and are a testimony to the clothes from the perspective of the designer, 
documenting and conditioning the garments (and a collection’s related themes) for buyers, industry 
and press. They have a selective audience: as curator Judith Clark posits, ‘designers rely on these select 
few for the ultimate circulation of the collection – clothes enter the world via magazines and shops 
and if they are ignored by press and buyers they will, quite literally, cease to exist.’ (Clark, 2001, p.347) 
Shifts in fashion in the 1980s saw an increasing number of collaborations with other creative fields. 
During this time, designers began to capitalise on the power of branding as a ‘conscious management 
of the public perception of, and personal identification with, a fashion label’ (Hess & Pasztorek, p.13). 
This shifted emphasis away from the garment by exploring creative solutions for their brand image, 
constructed from detailed references. Whether, as Blanchard offers, this meant ‘a rubber band sewn 
into the collar and stamped with John Galliano in Gothic script, or a catalogue for Yohji Yamamoto, 
photographed by Inez van Lamsweerde & Vinoodh Matadin and art directed by M/M (Paris)’ 
(Blanchard, 2013, p.49), fashion became more referential and adept in branding. Hess and Pasztorek 
note the instance of Yohji Yamamoto working with art director Marc Ascoli and photographer Nick 
Night as a defining moment for contemporary fashion communication, explaining that ‘[t]he benefits 
of a more integrated creative relationship with fashion were not fully realised until Peter Saville was 
commissioned for the autumn/winter 1986/87 lookbook for Yohji Yamamoto.’ (Hess & Pasztorek, 
2010, p.9) In this decade many fashion companies—such as Yohji Yamamoto, as well as Comme 
des Garçons, Dries Van Noten, Walter Van Beirendonck and Maison Martin Margiela—emerged as 
small-scale publishing houses producing extravagant textual and visual material as a key component 
of their cultural production. This was partly a result of new technology in desktop publishing that 
made it easier and quicker to publish, as well as a broader tendency towards more collaborative 
exchange across creative cultures, including art, music and fashion. These designers were part of a new 
generation (in contrast to the longstanding couture houses of fashion) that were seeking out ways 
to experiment with the existing traditions and conventions of a fashion company, an intention that 
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was also evident in the clothes they were making. These collaborative partnerships were particularly 
selective for certain ‘avant-garde’ designers (Teunissen, 2013, p.11), who worked with experimental 
practitioners from other creative disciplines (like Saville) whose work carried a certain cache. This 
reflects distinctively more sophisticated modes of branding that thus demanded a particular level of 
cultural engagement from their consumers. For example, as well as regularly collaborating (a practice 
they continue to do) with artists, photographers and designers for their printed material, Comme 
des Garçons’s in-house publication SIX, created between 1988 and 1991, was a luxurious image-
based publication circulated to industry and clients featuring photographs by art as well as fashion 
photographers.
These days, all fashion designers have an output of supporting material beyond the garment format 
that enacts cross-disciplinary practice. Whether it’s branding strategies, text for press releases or 
ephemeral media, printed matter is central to the way fashion designers articulate, disseminate and 
fashion their garment output. These types of fashion designer publications not only embody the 
concerns of the design practices that house them, but they also function in tandem with the fashioned 
garment. Scholar Marco Pecorari states:
Although the dress still plays the role of protagonist, fashion designers are producing complete 
universes that require diverse languages to translate and fully represent their visions. Invitations, 
catalogues, press releases, fashion films, exhibitions, and websites stimulate interaction with other 
disciplines, consequentially blurring the boundaries. (Pecorari, 2013, p.60) 
Press material, across digital and print mediums, holds an important function for fashion designers and 
companies disseminating their work to industry—such as magazine editors, press and buyers—in an 
ever-changing, and technologically complex, fashion landscape. Fashion designers and brands continue 
to seasonally produce supporting material to represent, articulate and further explore ideas within 
their collection in a way that extends the symbolic, economic and social reach of a brand. 
2.4 ‘Alternative’ fashion media and fashion practices (1960–2000)
The fashion magazine took on increasing commercialism into the twentieth-century, coupled with, 
in part, the professionalisation of the advertising industry, mass manufacturing and ready-to-wear in 
fashion. As an alternative to the burgeoning mainstream magazine market, publications were starting 
to represent counter-cultural groups and lifestyles. Alternative narratives, that is, that did not cater 
to the commercial aspects of the seasonal high fashion system and its cultural hegemony, emerged 
with access to more economically-viable media and printing technology (Robertson, 2012). Iconic 
avant-garde publications that emerged in the 1960s and 1970s, such as NOVA magazine, reflecting a 
generation of alternative fashion media in response to broader cultural changes of the decades and in 
opposition to institutionalised fashion narratives (Beard, 2002). For NOVA, the photography, writing 
and graphics provocatively bridged street fashion, erotica and critical writing, reflecting a feminist 
and counter-cultural agenda. These decades also saw hybrid publications that bridged art, music and 
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nightlife in experimental serial projects such as Interview,18 NIGHT19 and Ritz Newspaper,20 responding 
to their contemporary contexts. At the same time, zine and DIY publications, particularly relating to 
punk and feminist narratives, were emerging. These took advantage of the availability of cheaper 
printing technology and formats to express political, experimental and creative projects (Triggs & 
Sabin, 2000). This era, not only in fashion, saw a burgeoning of self-publications and autonomous 
projects that functioned as artistic experiments, subcultural expressions and political protest (Spencer, 
2005).
The emergence of the ‘style magazine’ during the 1980s, no doubt influenced by these counter-
cultural precedents, saw a convergence of these realms into a defined genre of fashion magazine. 
These publications were experimental and anti-commercial, producing new narratives relating 
to subjective experiences of style communities, particularly subcultural facets of art and music 
(Thornton, 1995; Muggleton, 2000). Publications like, Blitz,21 i-D22 and The Face,23 in their 
original forms, employed DIY strategies that reflected their antagonistic stance towards a 
perceived mainstream, instead looking inward to their own cultural activities. ‘Initially looking 
like little but a punk fanzine, i-D was essentially an exercise in social documentation; a catalogue 
of photographs of ‘real’ people wearing ‘real’ clothes, what Terry liked to call “straight-ups”.’ 
(Jones, 2013, p.164) Referring to the style and culture periodical The Face, cultural theorist 
Dick Hebdige described this genre of editorial as aiming to ‘blur the line between politics and parody 
and pastiche; the street, the stage, the screen; between purity and danger; the mainstream and the 
‘margins’: to flatten the world’ (Hebdige, 1988, p.161). Editorial ventures emerging in this milieu led 
to more complex narratives of contemporary fashion, and engagement with a culturally adept reader. 
Robert Radford discusses this cultural exchange as manifested on the pages of the style magazine, 
explaining, 
The one area where the cultures of art and fashion appear to be most inextricably interfused, 
where common territory is most coherently shared, is that of the style magazine, aimed at a 
young market, where both the graphic presentation and the visual content and ideological 
position suggest a comfortable acceptance of shared values, linking dress, music, media and 
art. (Radford, 1998, p.153)
Alternative publications such as these demonstrate how experimental publishing practices can 
function as critique, not only in the content on their pages, but also in representing niche cultural 
subjectivities.
What is Vogue? What is fashion? It is glamour, it is excitement, romance, drama, wishing, dreaming, 
winning, success. What is Vogue? It is luxury, it is allure, mystery, romance, excitement, love, splendour, 
18 Interview was founded in New York in 1969 by artist Andy Warhol and British journalist John Wilcock.
19 NIGHT magazine was founded by Anton Perich in New York in 1978.
20 Ritz Newspaper, also known as Ritz magazine, was founded in 1976 in London by 
fashion	photographer	David	Bailey	and	graphic	designer	David	Litchfield.
21 BLITZ magazine was a A3 format fashion and style magazine founded in 
London in 1980 by Carey Labovitch and Simon Tesler.
22 i-D was founded by designer and former Vogue art director Terry Jones, his  
wife Tricia Jones and Perry Haines in London in 1980.
23 The Face was London-based monthly magazine founded in 1980 by Nick Logan.
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it is fashion, it is clothes, exercise, diamonds, accessories. It is loving and losing, loving and winning. It is 
career, it is travel, it is know how, and knowing who, and knowing when. It is inspiration, ambience, it is 
art, it is furniture, it is architecture, it is cosmetics. It’s the new you, the “you” you want to be, and can be.
—’Martha Rosler Reads Vogue’, Martha Rosler, 1981 (Paper Tiger TV, 2015, 02:20)
In the context of this period, the 1980s also saw a break from the traditions of the fashion industry, 
with unprecedented crossovers between fashion and art practices and discourses. In this decade, 
fashion was preoccupied by deconstructing its traditions, reflecting a period of what Vinken describes 
as ‘postfashion’ (Evans, 2005; Vinken, 2005). Designers in this milieu include Jean Paul Gaultier, Rei 
Kawakubo, Helmut Lang, Alexander McQueen and Martin Margiela, practitioners who, though 
deeply invested in the artefacts of material and embodied fashion, reconfigured the codification 
of dress. There exists a range of terms used to describe these designers, and others that similarly 
reconfigured, at that time, some of the traditional aspects of fashion, dress-making and its images. Such 
practitioners have been labelled by fashion discourse as ‘avant-garde’ (Teunissen, 2013, p.11), ‘critical’ 
(Geczy & Karaminas, 2017) ‘radical’ (Wilcox, 2001), ‘experimental’ (Granata, 2016) and ‘conceptual’ 
(English, 2012, p.67) insofar as they aimed to rework, in a postmodern way, aspects of fashion. Many 
of these terms have been adopted from art discourse, reframed in the context of fashion to describe 
an anti-fashion approach, or what Vinken refers to as ‘démodé’ (Vinken, 2005, p.67). I use these terms 
in the context of the theorists who deploy them, though many refer to the same milieu of practices. 
These terms refer to a certain level—perhaps creative and cultural—of ‘anti’ or ‘alternative’ in relation 
to dominant hierarchies in the industry at the time these practitioners were working. In the context of 
the practices discussed in this study, however, I use the term ‘marginal’ as a more productive definition 
for practices contemporary and historical that rework the conventions of contemporary fashion and 
its discourse. 
We were concerned with the status of fashion, the lack of cultivation and appreciation of style 
in Australia, the perceived superiority of imports, the overwhelming need to export Australian 
design effectively within two years. We wanted to assert that Australian designers, being more 
or less freelance and independent, tend to evolve fairly idiosyncratically, untrammelled 
by any reference to fashion conventions or allegiance to Fashion Houses. They retain a 
viability and manoeuvreability that would not be possible in Tokyo, Paris or New York.
—Fashion Design Council manifesto, 1984 (Healy, 2018, p.13)
Cultural exchange was also a feature of creative cultures in the 1980s in geographically marginal 
settings. This was seen in Melbourne (the geographical context in which I am based) in the 1980s with 
the group the Fashion Design Council (FDC),24 who represented a marginal practice to the fashion 
capitals of London, Paris and New York. The FDC were a membership-based quasi-organisation 
that promoted local emerging and independent fashion designers, largely by producing parties and 
catwalk events that drew in a mixture of artists, musicians and choreographers. They were influenced 
by activities and post-punk cultures in London, such as Hyper Hyper and the House of Beauty and 
Culture, and connected publications i-D and The Face. As scholar Robyn Healy notes, the ‘FDC 
24  The Fashion Design Council was established in Melbourne in 1983 by Robert 
Buckingham, Kate Durham and Robert Pearce, and existed until 1993.
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promoted a DIY approach and embraced ad hoc strategies; with many members working from 
their bedroom or garage, in opposition to formal design education, instead encouraging raw, un-
institutionalised talent.’ (Healy, 2018, p.19) Their activities represented a geographically marginal 
(circumstances that were felt more strongly before networked technology), and expressly critical (as 
expressed in their manifesto above) practice emerging outside of the European and American ‘fashion 
capitals’ (Entwistle & Rocamora, 2006, p.740).
In the context of fashion media, and its images, as Granata notes, ‘[t]he 1980s were the years that 
planted the seeds for the more forceful break with ‘classical’ fashion imagery that occurred in the 
1990s, a break whose ripples continue to make their effect felt in the new millennium.’ (Granata, 2016, 
p.1) The fashion media of postmodernity, from small to large scale, reflected a graphic upheaval with 
cross-disciplinary practices, critical experimentation and subversion. This was prompted, in part, by an 
increasing fascination with cultural and symbolic values in fashion. Andre Rangiah notes that ‘[a]s part 
of what has been described as postmodernism, the acknowledgment of fashion as a cultural artifact 
gained impetus in the 1980s within visual arts. The art press began to publish articles on fashion and 
continue to conceptualise fashion as art.’ (Rangiah, 2010, p.86) This was a time where the art system 
began to take on elements of fashion and vice versa, spurring more critical and conceptual narratives 
in fashion editorial. Though the relationship between fashion and art has a longer heritage, during 
this time fashion began to appear in critical contexts, such as publications and exhibitions, within the 
art world. For example, the oft-noted appearance of a model wearing designs by Issey Miyake on 
the cover of Artforum in 1982, marking the first time fashion was featured on the cover of an art 
journal (Artforum, 1982; Geczy & Karaminas, 2012). In this context, Radford discusses a 1997 issue 
of Dazed and Confused25 where ‘[m]uch of the power of engagement from this type of visual material 
derives, both for the creator and the user, from exercising the navigating skills required at the edges 
of category boundaries, from risking forays across the borders of established genres, invoking a 
skilled aesthetic of fine distinctions.’ (Radford, 1998, p.153) In other words, publications began to 
demand a high level of cultural engagement from the reader, and this was orchestrated through more 
sophisticated editorial language aligning fashion with neighbouring cultural fields. 
These emerging intersections between art and fashion continued to evolve into the decade of the 
1990s. Events such as the Biennale of Fashion ‘Art/Fashion’ held in Florence in 1996, reflected an 
unprecedented crossover between the two systems (Celant, 1996; Wollen, 2000). Sophie von Olfers 
writes, 
As a reaction to the individualistic couturiers and fashion photographers from the 1970s 
and 1980s, the early 1990s were marked by a decisive move away from individualism in the 
sense of exclusivity and a move towards individualism in the sense of opening fashion up for 
individual use among the widest possible public. (von Olfers, 2011, p.14) 
The 1990s became an era of democratisation and collaboration through designers such as Helmut 
Lang, Jil Sander, Martin Margiela and Susan Cianciolo, among many others operating at a small to 
medium scale whose work was based on accessibility in a democratisation of the luxury wardrobe. This 
was also seen on the pages of art-aligned fashion magazines (such as Purple, tank and Self Service), 
25 Dazed and Confused	was	founded	as	a	music	and	style	zine	in	London	by	Jefferson	Hack	and	Ian	Rankin	in	1991.
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where collaboration with practitioners outside of fashion meant that fashion photography took on, as 
Antje Krause-Wahl notes, 
a new form of realism [which] emerged in fashion photography in the guise of artists such 
as Nigel Shafran, Corinne Day, David Sims, Wolfgang Tillmans, and Juergen Teller; it was a 
response to the glamorous style of the 1980s and should be seen in socio-economic context, 
namely the uncertainty of post-Thatcher Britain and the trauma of global recession. (Kraus-
Wahl, 2010, p.25)26
Now antifashion is, of course, a major part of the history of fashion. It is not just that every fashion has 
its critics, or even that fashion itself always has its critics. More fundamentally, a crucial part of fashion 
is the turning of antifashion statements into fashion. Fashions are, as it were, propelled by their criticism.
—Mark Wigley, White Walls and Designer Dresses (Wigley, 2001, p.xxiii)
In their original editorial purpose, these publications emerged from a cultural context wary of the 
corporate branding and cultural homogenisation that fashion was seen to represent. As the same time, 
the use of fashion as material for critique saw fashion appear in art discourse amid a sort of emerging 
cynicism of fashion. Olivier Zahm, co-founder of and publisher of Purple magazine with Elein Fleiss, 
described the era as follows: ‘In the beginning of the Nineties we had to kill fashion to like it again. 
Because fashion tended to be extremely bad, so we had to be anti-fashion to celebrate fashion.’ 
(SHOWstudio, 2014). These publications (and their editors and contributors) adeptly brought 
together various niche cultural genres and their references, often featuring artists as photographers, or 
fictional writing alongside fashion stories, that did not fulfill the high production, mainstream fashion 
glossy magazine archetype. Such editorial projects that emerged at the fringes of mainstream media 
in this era often perpetuated a message contradictory to commercial fashion, though in practice they 
were still using advertising and presenting seasonal output through a selective curatorial lens. Many 
publications like Purple, Ane Lynge-Jorlén notes, would evolve into the larger-scale, commercial 
enterprises they are today. Lynge-Jorlén discusses the evolution of this milieu of magazines into a 
market genre she describes as ‘niche fashion magazines’. According to Lynge-Jorlén, these suggest 
a type of fashion magazine ‘with a hybridised quality of art, popular culture, high fashion, elite and 
edge.’ (Lynge-Jorlén, 2017, p.3). More crucially, ‘[niche magazines] are instrumental not only in 
helping readers make sense of, understand and consume fashion; they are themselves fashionable 
media that set trends in how fashion is mediated.’ (Lynge-Jorlén, 2017, p.3). Thus, independent 
status becomes increasingly problematic in the ‘niche fashion magazine’ market, with these types of 
publications operating as both a site for ‘publicity and counterpublicity’. (Allen, 2016, p.9)
The result within the pages of fashion magazines is timidity in the face of 
controversy and social conservatism on the politics of fashion.
—Andre Rangiah (Rangiah, 2010, p.86)
In the highly-competitive contemporary market, this milieu of commercial fashion magazine 
is deceptive. Though they are often labelled as ‘independent fashion media’ (Matthews, 2015), 
26 See also: Krause-Wahl, 2016.
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small-scale and niche magazines are often funded by advertising revenue rather than print sales 
(Aronowsky Cronberg, 2014; Matthews, 2015; Hoang, 2016). This raises issues in terms of what exactly 
they are independent or autonomous from. Many of these publications construct publishing models 
that are very much reliant on luxury and high fashion brands and corporations to exist, as well as 
being involved in the perpetuation of seasonal fashion as ‘important tastemakers’ (Lynge-Jorlén, 2017, 
p.5). Part of the difficulty in understanding the operations of fashion publishing within broader 
cultural, symbolic and commercial systems relates to these complex interrelationships between fashion 
and commerce. Indeed, I have not been able to locate a sufficient definition of ‘independent’ in the 
context of fashion media, which tends to loosely use the term simply to refer to publications that 
operate on a smaller scale and print run to major magazines like Vogue (Matthews, 2015).
Similarly, definitions of ‘critique’ in the context of the fashion industry and its media systems are 
often restricted to written reviews in fashion media, which eliminates opportunity for other forms of 
critique. For example, in the 1990s, critique of fashion as symbolic of capitalist systems and corporate 
culture became a core project for experimental artists. This productive exchange between art and 
fashion was seen, for example, in the 2013 exhibition ‘NYC 1993: Experimental Jet Set, Trash and 
No Star’ curated by Massimiliano Gioni at the New Museum in New York (Phillips et al., 2013), a 
retrospective of the previous decade framed around institutional critique. The exhibition featured 
the work of art collective Art Club 200027 who used the visual language of fashion photography in 
the framework of institutional critique. The group also contributed spreads for style magazines, such 
as Dazed and Confused, reflecting the dialectical exchange between art and fashion industries and 
systems that became typical of the decade. Such practices reflected cultural, creative and critical 
exchanges that are now common in fashion and its media, but were still emergent in the 1990s. 
This cultural exchange between the art and fashion systems in particular was captured by exhibitions 
such as ‘JAM Style + Music + Media’, presented at The Barbican in London in 1996 (Farrelly & Alison, 
2002) and ‘Rapture: Art’s seduction by fashion’, also presented at The Barbican later in 2002. In a 
publication from the exhibition, the curator confirms the exchange between fashion and art: 
By the end of the 1990s, the mutual interest in, and collaboration with, the other’s world 
would lead to hybridized magazines such as Pop–from the publishers of The Face–lower-
budget productions such as Made in U.S.A. and Very in New York. (Townsend, 2002, p.144)
We have always liked fashion for what it is–a seductive surface. Fashion magazines in general like to 
tell people, “this is cool, this is new, look at this.” New fashion magazines try to launch a new wave 
of cool. They are very fast. We are slow, slowing things down and getting lost in them. We are stuck 
on simple questions, like “What is a fashion magazine?” “What do they do everyday at Vogue?”
—bernadette corporation, ‘SURFACES ARE FOR SLIPPING 
UP: Made In USA’ (bernadette corporation).
27 Founded in New York in 1992 by curator Colin de Land and seven art school students.
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The publication Made in USA28 was created by art collective bernadette corporation,29 an art project 
that—like Art Club 2000—critiqued fashion through exhibition and publication formats (Simpson, 
2004). Though bernadette corporation is a cultural producer largely within the art world, the group 
also made work about fashion; at one stage the collective formed a fashion line and presented 
collections in galleries in New York. They are thus (largely) marginal to commercial fashion, but 
produced work that explored the subject of fashion. Producing three issues of Made in USA between 
1999 and 2000, the publication extended on this interest by fabricating a fashion magazine—somewhat 
like Mallarmé—that brought together contributions from artists and fashion practitioners in a way 
that was intentionally contradictory. However, through this experimental editorial treatment, the 
project was vocally and playfully critical of fashion (Becker, 2014, p.80). Another project that explored 
both art and fashion during this decade was the Berlin-based collective The Honey-Suckle Company, 
which produced experimental, performative projects between 1995 and 2007 in the form of parties, 
exhibitions and publications as well as several fashion collections and installations. Their critique of 
fashion took the form of radical experimentation and ad-hocism that appropriated and subverted 
elements of fashion, such as branding and retail, in the context of their work and group studio practice 
(Gilges et al., 2016). Interaction with the art system also came from the direction of the fashion world, 
with fashion editors such as Zahm and Fleiss, publishers of Purple magazine, playing curators. Their 
1999 exhibition ‘Elysian Fields’ was held at Paris’ Centre Pompidou. An exhibition catalogue they 
produced in collaboration with design studio Experimental Jetset used their editorial practice to 
curate works for the exhibition. 
Related independent fashion projects emerging in the 1990s and early 2000s—such as Bless, Susan 
Cianciolo, _fabrics interseason, Ann-Sofie Back and Cosmic Wonder—generated new ideas, aesthetics 
and modes of practice at odds with dominant mainstream fashion practices through their ‘questioning 
and experimental tendency’ (Evans, 2003, p.7). These practices adopted the experimental spirit of 
contemporary art and, as Evans notes, ‘in the small and commercially less lucrative hinterland in which 
they worked, new ideas were able to form, grow and spread.’ (Evans, 2003, p.7) Cianciolo, who has 
been practicing between fashion and art spaces since the early 1990s and often works with art systems 
rather than fashion to present her work, has thus been more attractive to art magazines such as 
Artforum (Mauss, 2015) and Frieze (Krug, 2018) that position her outside of the fashion system. These 
designers were also closely linked with a community of publications such as Purple, tank and Self 
Service. Correspondingly, these publications defined themselves as alternatives to the mainstream of 
Vogue and other major fashion publications through experimental and art-aligned editorial practices. 
Krause-Wahl writes that alternative publications such as these ‘locked into the discourses and 
processes of contemporary art, in terms of the fashion’s conceptual approach, its emphasis on identity, 
its collective working method, and how it was presented.’ (Krause-Wahl, 2010, p.33) 
Though comparisons between the art and fashion systems are readily made in fashion discourse in 
a way that can, as Pecorari warns, generalise the conditions of both and equate to a ‘vicious circle of 
parallelisms’ (Pecorari, 2013, p.60), the importance of outlining these key practices offers a way to 
understand the potential experimental and critical role of publishing. Reflecting on the conditions 
and histories facing both systems offers a way to reflect on inherent concepts in fashion. For fashion 
editorial, critical crossovers between the fields of art and fashion mainly emerged in the 1980s and into 
28 Made in USA, published in New York by collective Bernadette Corporation from 1999 to 2001.
29 bernadette corporation was founded in 1994 in New York by Bernadette Van-Huy, John Kelsey and Antek Walczak.
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the 1990s, with magazines such as i-D, The Face, Self Service and Purple magazine, that bridged 
aesthetics across the cultural fields of art, fashion and music in a postmodern setting (Radford, 1998; 
Wilson, 1998; Jamieson & Currell, 2015). These precedents form the cultural context of contemporary 
projects, and the marginal publishing practices outlined in the discussion of chapters 3–9.
2.5 Contemporary fashion media and para-clothing practices
In an age of networked technology and an increasingly complex fashion media landscape, fashion 
brands and magazines alike have become highly sophisticated in their graphic and photographic 
languages and presentation strategies. As researcher Brooke Erin Duffy notes, ‘[c]ontemporary 
women’s magazine producers are directly confronting the challenges of digitization, participatory 
media, and splintering audiences.’ (Duffy, 2013, p.4) Thus fashion magazines (alongside publishing in 
general) have had to redefine their products and their audiences.
Dynamic para-garment practices (i.e. the graphic, curatorial, retail and publishing practices that 
function as supporting material around the garment artefact) see brands and fashion houses 
drawing from a complex pool of references to collaborate with artists, theorists and figures from 
other disciplines. In an effort to stay relevant in their branding and collections, as well as to exploit 
the cultural cache associated with the art industry, major brands now regularly intersect with the 
art industry in ways that were once only the domain of the independent, small-scale and marginal 
fashion designers of the 1990s and early 2000s. In the context of fashion editorial, fashion magazines 
now regularly feature artists as contributors or models, in addition to a growing list of designer 
collaborations—such as Linder Sterling with Richard Nicoll, and Cindy Sherman with Balenciaga—
with, paradoxically, artists who once positioned themselves as opposed to commerciality. The print 
fashion media market is similarly paradoxical, from major brands like Kanye West and Adidas 
producing ‘zines’ (Lewis, 2016), to the new, corporate funding models of ‘independent’ publications, 
which are often funded by advertising revenue rather than print sales (Aronowsky Cronberg, 2014; 
Matthews, 2015; Hoang, 2016). Further, in the context of widespread digital technology, not only has 
fashion represention in imagery and written content changed, but so has the way in which we consume 
this content on media formats. Though a detailed survey of the state of luxury and high fashion, and 
the new role of fashion media within this, is outside the scope of this study, in this section I outline 
some of the key new practices relevant towards a framework for marginal publishing.
It thus becomes increasingly difficult, perhaps impossible, to define ‘alternative’ fashion practices amid 
the cultural and technological shifts of the late twentieth century onward. This aesthetic complexity 
in the representation and codification of fashion has led to a situation where binaries within 
contemporary fashion are imprecise and contradictory, particularly in terms of aesthetics. There is no 
longer a clear centre versus mainstream paradigm but, rather, multiple centres and modes of practices. 
Just as there are many ways in which to be commercial or mainstream, there are new categories of 
fashion, and new concepts of luxury. With no clear hierarchy, or at least a potentially contradictory 
hierarchy, there are multiple modes of commercial practice that see, for example, large corporations 
adopting the manners of subcultural or experimental projects. Traditional aspects of the fashion 
system have become subject to increasingly scrutiny as its seasonal conventions are revaluated by 
high fashion designers. For example, in recent years timetable shifts in the seasonal fashion schedule 
mean that seasonal high fashion can no longer be solely understood in relation to the Paris/London/
Milan/New York program. The increased number of shows per year also puts immense pressure on 
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participating designers—for example, the decision from high fashion company Vetements30 to show 
their seasonal output at an earlier date on the collection schedule and introduce a new model that 
optimises production and takes advantage of pre-collection timing with buyers and press (Ahmed, 
2016). Though it was branded as a subversive ‘breaking of the system’, the move more accurately 
reflects an enterprising and advantageous new model for presenting fashion off-schedule. Moreover, 
the move was in keeping with Vetements’s overall strategy whereby, as editor Anja Aronowsky 
Cronberg notes, ‘codes of the ‘underground’ are co-opted by the mainstream and sold back at great 
expense to the fashion elite.’ (Aronowsky Cronberg, 2016) 
This kind of co-option of perceived subcultural forms and aesthetics in fashion, since the 1980s when 
it emerged in connection to postmodernism, has become a persistent, and problematic, feature of 
contemporary fashion. One of the difficulties in understanding contemporary fashion imagery is 
distinguishing between critical experimentation and creative experimentation. In graphic design 
for fashion, the ‘ugly design’ of publications such as 032c and Super Super were critiqued for their 
experimental graphic aesthetics that represented commercially-oriented fashion brands. Graphic 
designer Mike Meiré, for example, prompted debate with his unconventional design for German art 
and fashion magazine 032c, which was seen as ‘different for difference’s sake’ (Burgoyne, 2007), raising 
questions around authenticity and graphic design. Such practices of highly unconventional, internet-
inspired graphics have become increasingly popular in another generation of youth-oriented fashion 
publications, such as Novembre magazine, Tunica, 299 792 458 m/s, Ansinth and NXS. At best, these 
publications and their aesthetics reflect a competitive and lively field of graphic design for fashion, 
though at worst the result is mannerist and ‘a knee-jerk reaction to the status quo’ (Heller, 1993).
Scholar Christopher Breward notes how the fashion magazine, in addition to its cultural functions 
as textual object, is also ‘a desirable object in its own right’ (Breward, 2003, p.123). This is amplified 
in the context of the secondhand market of fashion ephemera and publications by certain avant-
garde and luxury designers, with these magazines increasingly becoming highly desirable on the 
secondhand market for collectors. In-house (and therefore exclusive) publications by Comme des 
Garçons and Maison Martin Margiela, for example, now reach high figures, often surpassing the price 
of secondhand garments by the same labels, through dedicated publications retailers such as IDEA 
Books (in London’s Dover Street Market), November Books (London) and Komiyama (Tokyo), 
among many others (McDowell, 2016, p.299). This rarification and commodification of avant-garde 
brands in ephemeral forms of printed matter contradicts with the original intentions of these 
publications and media collateral. 
Fashion brands (particularly those in the high fashion and luxury market) continue to actively 
produce a vast array of supporting printed media, from luxurious lookbooks and invitations to 
brand monographs, as a para-garment practice. Such practices seem ever popular despite the more 
sustainable, economical and efficient medium of digital media. Design publication Wallpaper, for 
instance, dedicates a regular online feature to an editorial photoshoot of the fashion show invitations 
that they receive each season (Hawkins, 2018a; Hawkins, 2018b). Though these materials are inevitable 
entwined with digital processes (Bartlett, Cole & Rocamora, 2013), they reflect the sustained 
importance but changed role of printed media as a luxurious and tactile medium within the fashion 
industry.
30  Zurich-based high fashion company Vetements was founded in 2014 by Demna Gvasalia and Guram Gvasalia.
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In the context of art, there has been an overwhelming popularity of fashion exhibitions, and the 
presence of fashion in art spaces, individual practices and publications on a range of scales. This 
has seen fashion designers curating exhibitions, such as JW Anderson’s ‘Disobedient Bodies’ at 
The Hepworth Wakefield in 2017, and Grace Wales Bonner’s exhibition ‘A Time for New Dreams’ 
at Serpentine Galleries in 2019. Such projects reflect a willingness for art spaces to include fashion 
that reflects a broader renewed interest (for financial and creative gains) in fashion from art. 
Correspondingly, in recent years a number of art magazines have produced special issues dedicated 
to fashion, for example Texte Zur Kunst (no.102, 2016, no.78, 2010 and no.56, 2004), Flash Art (no.306, 
2016), Artforum (November, 2015), May Revue (no.15, 2016) and Spike Art Magazine (no.55, 2018). 
This shows how the commercial and creative spheres of fashion and art are intersecting in new 
ways. As well as editorial and collection collaborations (such as the Cindy Sherman and Balenciaga 
collaboration mentioned earlier), art philanthropy projects by fashion brands sees luxury fashion 
conglomerates such as Louis Vuitton, Prada and Cartier emerging as major patrons in the art industry. 
These include Louis Vuitton’s The Fondation Louis Vuitton in Paris, the Fondazione Prada in Milan 
and Venice, and Fondation Cartier pour l’Art Contemporain founded by the luxury jewellery company 
Cartier. These forms of para-clothing practice by luxury fashion companies bring in ‘cultural capital’ 
(Ryan, 2007) via the art industry, reflecting ‘the role of art as a concept to create value and as a 
strategic tool for positioning European luxury (fashion) brands’ (Jelinek, 2018, p.295). For fashion 
companies seeking a symbolic quality of aesthetic innovation as a component of their brand, major 
patronage and ownership of contemporary art projects function as both a publicity strategy and a 
method of legitimisation (Codignola & Rancati, 2016). In Nicky Ryan’s survey of Prada’s ongoing 
patronage of architect Rem Koolhaas (who designed the Fondazione Prada buildings as well as other 
architectural projects for the brand), she argues that the strategy associates the brand with the avant-
garde cache of the Koolhaas studio. She explains that ‘the appropriation of “avant-garde” culture 
was a key element in a strategy designed to reinvent Prada’s image to appeal to a particular “taste 
culture.”’ (Ryan, 2007, p.9). 
In the context of editorial magazines, these shifts combined with the disintegration of market 
categories of low, high and luxury has brought forth a new set of conventions that have manifested 
on the pages of fashion magazines both niche and mainstream. Commercial fashion editorial has 
compounded and now reflects a dynamic system of visual representation, materiality, dissemination 
and agency. Further, fashion publications now rely very little, if at all, on sales of print editions, and 
instead operate as dynamic, hybridised platforms. This reflects Brian Moeran’s position on fashion 
magazines as a ‘two-faced paradox’, drawing on Pierre Bourdieu’s theory of cultural production to 
explain this material as being both ‘cultural products and commodities.’ (Moeran, 2008, p.269) This has 
led to a rise in corporate collaborations, behind the page deals between with brands, and sponsored 
content, all of which are increasingly common for both large to niche-scale publications facing the 
challenges of new business models in changing markets and audiences. These have been raised as 
concerns in academic studies as well as by industry figures, such as the former editor of British Vogue, 
Lucinda Chalmers, who—alongside others—have been outspoken critics of fashion magazines’ 
allegiances to advertisers (Aronowsky Cronberg, 2017; Paton, 2017). This has led to a situation where 
art and commerce are not only immensely collaborative, but mutually dependent. As researcher 
Monica Titton posits: 
The economic symbiosis between the industry and media in fashion is one of the main 
reasons why the establishment of a form of fashion criticism within the realms of fashion 
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journalism that is comparable to that of art or literary criticism has never succeeded. (Titton, 
2016, p.213)
2.6 Digital fashion media and time
[…] in the technological and information revolution of the late twentieth century, the role of the image 
in fashion shifted. No longer mere representation, the image frequently became the commodity itself, 
in the form of exclusive fashion shows, internet websites, television programmes and a new kind of 
fashion magazine, such as Tank, Purple and Visionaire. New media and increased fashion coverage 
made previously elite fashion accessible to a mass audience, but only as image, never as object.
—Caroline Evans (Evans, 2003, p.86)
It is impossible to imagine fashion today without its correspondence with digital media. The 
proliferation and ubiquity of digital communication media, its image-making and image-circulating, in 
the twenty-first century has led to revolutions in fashion and retail systems and altered the materiality 
of many of their processes. Major shifts in the way fashion magazines are produced and consumed, 
through forms such as web media, smartphone technology and digital content systems, has radically 
altered the cultural and economic hierarchies of fashion production. For example, the exclusivity 
of fashion shows during seasonal fashion week programs is profoundly diminished, with up-to-the-
minute broadcasting of fashion week runways available to anyone with internet access. This shift 
gained momentum around the turn of the millennium, when much of the fashion industry began 
to embrace internet platforms and networking by creating their own web platforms. For example, 
in February of 2000, fashion house Maison Martin Margiela launched their website, initial designs 
of which exploited the analogue quality of digital media by presenting an FTP index archive of 
collections. SHOWStudio.com, launching in November 2000, promoted itself as a platform innovating 
fashion in an internet age, proclaiming that ‘SHOWstudio has pioneered fashion film and is now 
recognised as the leading force behind this new medium, offering a unique platform to nurture and 
encourage fashion to engage with moving image in the digital age.’ (Showstudio.com, 2018) These 
fashion domain names were followed shortly thereafter by Condé Nast’s Style.com which went live 
(after the crash of the dot-com bubble that March) later in 2000.31 With the spread and access of 
the internet, there has been increased access to fashion media, expanding content that might have 
historically only been available to industry, to broader public and fashion followers. 
The transition from one mode to another was almost imperceptible: the channels of media 
quietly realigning as phones became cameras and paper gave way to the screen, until garments 
(along with the way of presenting them), which were likely evolving in turn, could no longer 
be sufficiently represented by the once seemingly comprehensive “collection magazine”.
—Katie Serva, ‘Harder Harder Miuccia Prada’, review of ‘The 
Overworked Body’32 in Texte Zur Kunst, (Serva, 2017, p.215)
31  Online retailer Net-a-Porter.com also launched that same year.
32  ‘The Overworked Body: An Anthology of 2000s Dress’ was an exhibition curated by 
Matthew Linde in 2017 at Mathew Gallery and Ludlow 38, in New York.
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The market of trend forecasting and trade magazines in fashion—represented by publications such 
as Fashion News, Collezione and Gap Press—that once had the industry function of summarising 
work produced each season has changed considerably with the advent of digital access and with the 
ascendancy of Vogue.com (formerly Style.com). Typically printed and bound for mass production at 
low cost—on fine, glossy paper with cheap binding—this market of publication often features pages 
of runway looks, organised by designer and by emerging trend categories. Print magazines, which have 
traditionally been a mainstay within the seasonal fashion system, are a product of industry seasons and 
these temporal and seasonal conditions contribute to their function as material artefacts. As they are 
objects tied to a specific moment, seasonal fashion and trade magazines have an essentially ephemeral 
quality. In recent years, Vogue.com has emerged as the dominant platform to access images, videos 
and show reviews. As a result, trend-forecasting magazines are used less and less by industry and their 
print runs have diminished significantly in this changing industry (Rocamora, 2017). 
Connecting the notion of mediatisation with fashion in a digital age, Rocamora discusses the profound 
way in which aspects of digital technology are reshaping the fashion industry at every level. She notes 
that: 
In recent years, […] with the proliferation of digital media platforms, the shows have turned 
into media events—a public spectacle and entertainment addressed to a worldwide audience. 
The fashion industry has embraced digital media to the point that they are now intrinsic to 
and formative of many practices taking place in the industry and amongst fashion consumers. 
(Rocamora, 2017, p.509)
Vogue’s online platform, in addition to other editorial content, provides runway coverage on the 
latest ready-to-wear and haute couture collections of major shows in the form of images, reviews 
and videos. Vogue.com’s ambition to provide content as close to live as possible, consolidating the 
seasonal collections into one platform, focuses on the moving present, building an audience through 
social media and live-streaming on a news-like platform that privileges new content over previously 
released material. Rocamora notes that ‘[t]he recent trend for the live streaming of catwalk shows also 
illustrates fashion’s embrace of speed and intimacy, with fashion websites repeatedly promoting the 
values of “real-time” “live” fashion.’ (Rocamora, 2014) However, by centralising all content produced 
by the fashion seasons in one source, marginal practices, who may not have the scale to be featured on 
Vogue, are imperilled, thus limiting the possibility for diverse, experimental and critical perspectives in 
contemporary fashion.  
As Hess and Pasztorek note:
Recent technology now [facilitates] almost immediate transfer of images directly from the 
catwalk to the internet. With this instant distribution in conjunction with digital archiving, 
the basic function of lookbooks has been challenged. Rather than marginalize the practice, it 
has generated ever more innovative creative responses that extend the catwalk experience. 
(Hess & Pasztorek, 2010, p.147)
While a discussion on the ways in which fashion has been transformed by digital media is outside 
the scope of this study, significant is how this major digitisation of fashion—from runway coverage 
to online fashion magazine publishing—has had a radical influence on the experience of fashion in 
relation to time. 
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The role of time in seasonal fashion—both poetic and practical—is discussed in fashion studies 
which relate fashion’s seasonal dimension with its material and symbolic functions (Lehmann, 2000; 
Wilson, 2003; Geiger, 2011). This concept was formed by early modern fashion theorists, and equated 
fashion with the temporality of modernity. Baudelaire, for example, wrote: ‘the ephemeral, the 
fugitive, the contingent, the half of art whose other half is the eternal and the immutable.’ (Baudelaire 
& Mayne, 1964, p.13) Fashion’s relationship with time generates its characterisation as ephemeral 
and susceptible to change; Vinken writes that ‘fashion, as the ephemeral, is the quintessential 
momentum of modernity.’ (Vinken, 2005, p.43) This is further articulated by Rocamora, who links this 
characterisation with the production and pace of fashion media: 
the ephemeral being at the very core of fashion, the fashion media have always had to reflect, 
as well as support, this evanescence through the constantly updating of their pages, fashion 
magazines being themselves commodities. (Rocamora, 2014)
Fashion is a visual material embedded in seasonal (fashion) time: a kind of temporality that is 
connected to the transient value of the work. Barthes describes ‘the synchrony of Fashion’ as changing 
‘abruptly each year, but during the year it is absolutely stable’ (Barthes, 1990, p.8).
The increasingly quick nature of the digital industry places priority on the contemporary moment 
in the forward-looking or anticipatory production of fashion presents. This situation, and the 
ephemeral nature of fashion media, makes it difficult for fashion practices to exist outside of the 
contemporaneous production of fashion. This is one of the major features, but also blind spots, 
of fashion media and its evolution in an age of networked technology. A focus on contemporary 
collections and related editorial risks overlooking, for example, the work of bygone fashion designers, 
or editorial practitioners, such as fashion journalists or photographers. Hence, there is a tendency 
for historical practices to be forgotten, as the media conditions of fashion media have a tendency to 
marginalise the past. 
This dilemma, and the prospect of marginal fashion publishing projects to counter this, informs the 
editorial objectives of Mode and Mode and its mission in recirculating lost or unavailable material 
to new audiences. This action was particularly important to issues 4 and 5 (discussed in chapters 7 
and 8 respectively), which both used facsimiles to recirculate historical material. This rearchiving 
of historical fashion material offers an opportunity to experience fashion in the context of its past, 
reversing, or at least putting some small pressure on, the rush of fashion presents. This is discussed 
further in the next chapters, in particular chapter 4, which looks at the project Archivings, a platform 
that reproduces the work of bygone fashion designers by republishing the runway collections of out-
of-date print fashion magazines. 
2.7 Publishing practice and discourse in art and design
 A book is a machine to think with 
—Ivor A. Richards (Richards, 1967, p.vii)
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 The idea becomes a machine that makes the art.
—Sol Lewitt (Lewitt, 1967, p.79)
To explore a framework for the creative practice of ‘fashion publishing’—and to address what 
it means to ‘publish fashion’—I look to the fields of art, design and architecture, and the way in 
which discussion on experimental, concept-driven publishing practices have been historicised and 
theorised. In this section, I summarise key literature on publishing as a creative and artistic practice 
and the ideas they bring to the theoretical framework of this study.
The critical, conceptual and creative potential of publishing as an artistic practice is an area of 
discourse that is necessarily interdisciplinary and draws on several fields of study. Publishing studies 
is a hybrid, sub-field of research. As researcher Simone Murray notes, ‘research about contemporary 
book publishing is often in the ignominious position of being regarded as a fringe intellectual 
undertaking by groups themselves wedded to the principle of interdisciplinarity.’ (Murray, 2006, p.3) 
Gilbert’s framework for ‘publishing as artistic practice’ suggests this to be a similarly interdisciplinary 
practice-based concept. She notes that ‘publishing as artistic practice’ is a practice ‘situated at the 
intersection of two established practices, namely, publishing and art.’ (Gilbert, 2016, p.11) Publishing is 
thus an inherently hybridised, interdisciplinary area of study and creative practice.
In particular, as a study concerned with the experimental activity of fashion publishers at the 
margins, I look at discourse on artists’ publishing and its focus on experimental, critical and liminal 
practices in the context of art. The medium of the artists’ book, as a mutable, creative form, is a 
site for constant debate (Drucker, 1995, p.11; Klima, 1998), since the concept of artists’ publishing 
emerged with the conceptual and minimal artists of the 1960s decade. For artists, publishing can be 
formally experimental (books as art or book as exhibition) as well as materially experimental (book 
as alternative experience of art). Early artists’ publishing practitioners were generally practicing at the 
margins of their contemporary art industry, with artistic intentions that were often linked with critique 
of the commodification of art. The former could be seen in Dieter Roth’s Snow from 1964, the latter 
in projects such as curator Seth Sieglaub’s The Xerox Book from 1968 (Drucker, 1995, p.322). Author 
Johanna Drucker outlines the key attributes of artists’ publishing in her book The Century of Artists’ 
Books, including the artists’ book as ‘conceptual space’, as ‘democratic multiple’, as ‘agent for social 
change’ and as ‘sequence’, among other modes of publishing (Drucker, 1995). These qualities roughly 
generalise a vibrant historical debate around the concept of artists’ books—which is to say: artists’ 
publishing is internally critical, and formally and politically reflexive. 
This history and practice of artists’ publishing has led to its status as a critical form. From the 1960s 
and 1970s onward—with a particular focus on minimalist and conceptual art—publishing became a 
popular medium and experimental apparatus for artists, curators and writers to explore the page as a 
‘productive space for experimentation’ (Senior, 2013, p.10). Though emerging from a heritage of local 
and niche self-publishing ventures—from Mallarmé’s Le Livre (Arnar, 2011) to twentieth-century 
projects like the Dada art zines, avant-garde publications like 29133 and beat generation chapbooks 
(Spencer, 2005)—scholars of artists’ publishing tend to focus on this latter period as vital for the 
33  291 was an experimental literary chapbook founded by Marius de Zayas, Paul Haviland, 
Agnes E. Meyer and Alfred Stieglitz in New York from 1915 to 1916. 
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medium of publishing, opening up practice opportunities and producing unconventional modes of 
writing, producing art, material outputs and distribution tactics (Bury, 1995; Drucker, 1995; Klima, 
1998; Allen, 2011; Phillpot, 2013; Senior, 2013; Borsuk, 2018). The active and productive character 
of the book saw artists materialise diverse artistic, political and conceptual aims. In 1985, curator 
Lucy Lippard outlined a definition for artists’ books as ‘not books about art or on artists, but books 
as art. They can be all words, all images, or combinations thereof. At best they are a lively hybrid 
of exhibition, narrative, and object.’ (Lippard, 1985, p.32) Artists’ publishing is where the book (or 
magazine) gives form to the artwork, and whereby ‘the book is intended as a work of art in itself’ 
(Bury, 1995, p.1).
Within the canon of artists’ publishing, the particular conceptual opportunities of the magazine and 
serial formats has been a productive medium for artists, writers and curators. In the 1960s and 1970s, 
artists’ magazines and periodical projects such as 0 to 9,34 Aspen,35 Avalanche,36 FILE,37 October,38 Art-
Language39 and Interfunktionen40 (Pindell, 1977) emerged as platforms for art on the page that 
featured new practices in experimental and critical writing. These publications, generally created by 
artists, were outspokenly anti-commercial, political and subversive, taking an experimental approach 
in terms of their format, content and the ways in which they were distributed, reflecting an opposition 
to what they perceived as an increasingly corporate and commercial art industry. For example, 
founders of October magazine Joan Copjec, Douglas Crimp, Rosalind Krauss and Annette Michelson, 
explain that ‘we considered it the necessary response to what was once again a consolidation of the 
reactionary forces within both the political and cultural spheres.’ (Copjec et al., 1987, p.viiii) Using 
readily available and relatively cheap printing technology, these were artistically motivated projects, 
critical of the institutionalisation of the art world as they saw it. Provocative, non-conformist and self-
reflexive, their aim was to provide an alternative space for writers and artists to explore circulation, 
form, word and image as art practice. Artists’ magazines and publications, in their opposition to 
dominant structures and institutions in art, could thus be described as ‘alternative’ to mainstream 
media platforms and art industry infrastructure of the time. Allen and Smith propose that such a 
position 
connotes an ideological opposition to the dominant structures and hierarchies of the art 
world (or an independent film and record labels, the culture industry) and has historically 
been coupled with a desire to produce an exhibition outside the mandates of profit and to 
reach a wider audience. (Allen & Smith, 2007, p.41)
Not only did magazines offer a platform for more critical and experimental writing, many artists’ 
publications also played with publishing conventions by experimenting with format and modes of 
34  0 to 9 was an artists’ magazine founded by Vito Acconci and Bernadette 
Mayer in New York, published between 1967 and 1969.
35  Aspen was an irregularly released multimedia magazine of the arts founded 
and published by Phyllis Johnson from 1965 to 1971.
36  Avalanche was published by Willoughby Sharp and Liza Béar in New York, from 1970 to 1976.
37  FILE magazine was an anagram and parody of the popular LIFE magazine, published 
between 1972 and 1989, by Toronto collaborative General Idea.
38  October magazine was founded by Joan Copjec, Douglas Crimp, Rosalind 
Krauss and Annette Michelson in New York in 1976.
39  Art-Language was an art journal produced by the collective Art & Language from 1969.
40  Interfunktionen was an art journal published between 1968 and 1975 in Cologne.
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distribution. In the case of Aspen, the varying format of the publication, which often came in the 
form of a box containing a range of multimedia ephemera, challenged the material conventions of 
a ‘magazine’. The format engaged with the reader ‘as a kind of ‘operator’: assembling the sculpture, 
setting the records and films in play, or selecting and processing the ‘printed data’.’ (Lovatt, 2012, 
p.377). Artists that identified with the mail art and fluxus movements, such as Ray Johnson, also 
experimented with alternative forms of distribution through ephemeral media formats. As author 
Stephen Duncombe notes, these alternative artist-publishers 
equate the art world with consumer capitalism, and, in response, establish their own practices, 
like exchanging letters through the mail and producing zines, as alternatives to those in the 
corporate sphere that seek to render them ‘target markets’, transforming their interests into 
consumer desires. (Duncombe, 1997, p.7)
Zines, ‘self-produced magazines published in limited print runs and distributed primarily through 
personal correspondence, small shops and barter’ (Duncombe, 1997, p.10), are another form of 
marginal printed matter that also offer a point of reference in this discussion on experimental 
publishing. The zine format is addressed in discourse of artists’ publishing, though not exclusively, 
as they were popular in both literature and, later, for experimental, subcultural scenes outside of 
art (such as in music). The form derives from the ‘fanzine’, a type of publication that emerged as a 
distinctive medium in the 1930s, created by science fiction enthusiasts and published for fans only, 
as a means to share stories and critical commentary with one another. Like artists’ publishing, 
zines became popular in the 1960s and 1970s in a second wave of production with the widespread 
availability of cheap printing technology that meant almost anyone could make a publication (Atton, 
2002). Duncombe notes that ‘[t]he amateur, self-publishing ethos of the zine appealed to those artists 
in particular who sought to evade notions of taste, training and standards that were seen to govern 
(whether they did or not) the practices of the museum, gallery and art journal.’ (Duncombe, 1997, p.7)
As creative alternatives to mainstream institutional contexts, artists’ publications also provide a 
space for artists, writers and critics to conceptually explore writing and its reflexive and critical 
potential. Anna Lovatt writes how publications like Art-Language and 1–9 ‘used textual strategies 
in order to interrogate art’s materiality; and to challenge modernist criticism’s emphasis on 
pure opticality.’ (Lovatt, 2012, p.374). Projects such as these in art, in terms of their modes of 
publishing and content, have been essential in the history of the discourse at large. As Rangiah writes: 
art magazines are continually striving to critique history; challenging their viewer to think 
differently; making them aware of the dangers of safely idealised narratives that have turned 
people, places, and experiences into subjects to be mined. (Rangiah, 2010, p.87).
The heritage of the artists’ magazine as a critical form is linked with the way in which art discourse 
is an inherently critical and self-reflexive area of study. The concept of ‘critique’, an important strand 
of art discourse, is a site for ongoing discussion that regularly expands and revises the term and its 
theoretical boundaries (Baker et al, 2000). Gavin Butt articulates the inherent self-reflexivity of 
criticism in that ‘in order that it remain criticism, of necessity [it] has to situate itself para – against of 
beside – the doxa of received wisdom.’ (Butt, 2005, p. 5). In art, criticism and critique itself is material 
for critique, and in result, art discourse and scholarship overarches many complex and creative modes 
of critique in terms of both writing and practice.
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Architecture, staid queen-mother of the arts, is no longer courted by slick glossies but is 
having her skirts blown up and her bodice unzipped by irregular newcomers, typically 
rhetorical, with-it moralistic, misspelled, improvisatory, funny-format, art-oriented but 
stoned out of their minds with science fiction images of an alternative architecture.
—Reyner Banham, ‘Zoom Wave Hits Architecture’, March 1966 (Steiner, 2009, p.8)
Discourse on experimental publishing practice in design and architecture (such as that on ‘little 
magazines’), like those in art discourse, demonstrates how avant-garde, radical and alternative 
publications have been critically discussed and archived. The term ‘little magazines’ first emerged in 
literary culture in the 1920s in reference to self-published publications, such as chapbooks and 
pamphlets, produced with minimal consideration of commercial profit (Hoffman, Allen & Ulrich, 
1947). Recent studies and exhibitions (Sadler, 2005; Archigram Archival Project, 2010; Colomina, 
Buckley & Grau, 2010; Redstone, 2011) have reused the term to document avant-garde publications 
in the field of architecture, design and urban planning that emerged in the 1960s and 1970s, 
particularly counter-cultural magazines. These include publications such as, Archigram,41 Form,42 
Polygon,43 Megascope,44 Bau,45 ARse (Architectural Radicals Students & Educators),46 Arquitectos de 
México,47 Utopie48 and Whole Earth Catalog,49 in addition to groups like Archizoom Associati50 and 
Superstudio.51 Many of these short-lived periodicals were often created by groups responding—as was 
the case of the artists’ magazine—to particular aspects of mainstream architectural practice. Like the 
artists’ magazine, these periodicals were experimental, employing DIY strategies of layout, format 
and printing within alternative distribution systems in critique of mainstream architecture and design 
media. One of the most iconic of this genre, Archigram was highly graphic and playful. Their fourth 
issue, for example, was formatted as a comic strip exploring hypothetical architectural scenarios that 
critiqued the mainstream projects in the popular vernacular of comics (Scott Brown, 1968). These 
publications were formative for experimental and critical publishing practices in architecture and 
design (Blaha et al., 2015). 
[…] in light of book publishing’s spectacular growth in the digital space: despite having 
been long heralded as print’s probable Charon, the screen now often acts as publishing’s 
producer, distributor, storefront, and terminal reader platform. Within this context, the 
41  Archigram (1961–1974) was produced by the London-based Archigram group founded by Warren 
Chalk, Peter Cook, Dennis Crompton, David Greene, Ron Herron, and Michael Webb.
42  Form was a little magazine founded by Philip Steadman and published from 1966 to 1969 in Cambridge.
43  Polygon was founded in 1956 by architectural students at Regent Street Polytechnic, London.
44  Megascope was founded in 1964, in Bristol.
45  Bau was founded 1964, in Vienna.
46  ARse (Architectural Radicals Students & Educators) (1969–1972), was founded by David Wild in London.
47  Arquitectos de México,	was	first	published	in	1958,	in	Mexico.
48  Utopie (1967-1978) was produced by the Paris-based collaborative and featuring work by 
Jean Aubert, Isabelle Auricoste, Jean Baudrillard, Catherine Cot, Charles Goldblum, Jean-
Paul Jungmann, Henri Lefebvre, René Lourau, Antoine Stinco and Hubert Tonka.
49  Whole Earth Catalogue (1968–1972) was founded by Stewart Brand in California.
50  Radical architectural group Archizoom Associati, comprised of Andrea Branzi, Gilberto Corretti, Paolo 
Deganello, Massimo Morozzi, Dario Bartolini and Lucia Morozzi, was founded in Florence in 1966.
51	 	Superstudio	was	a	radical	architecture	firm,	founded	in	1966	in	Florence	
by Adolfo Natalini and Cristiano Toraldo di Francia. 
52
art book fair format engenders what we might take to be the ideal of commerce under 
neoliberalism, a condition in which the form of the art book itself is a key agent.
—Loren Olson writing for Texte Zur Kunst (Olson, 2017)
In an age of networked technology—and despite early speculations that the analogue medium would 
be threatened by digital technology—new ways to circulate printed matter has enabled a lively 
community of publishing as a creative, autonomous practice. Scholars Andrew Blauvelt and Ellen 
Lupton observe how
recent innovations have transformed the means of manufacture and circulation. Mobile 
devices, print-on-demand systems, low cost digital printing equipment, rapid prototyping, 
and web-based distribution networks have created new opportunities for designers, writers, 
artists, and anyone else—from doctors and lawyers to school kids and housewives—to take 
up the tools of creative production. (Blauvelt & Lupton, 2011, p.9)
The sustained popularity of the print object, despite the potentially more efficient opportunities that 
digital media can provide, also underscores Joseph Monteyne’s perspective that 
[t]he printed object has a sensuous aspect—it was there all the time—that would be lacking 
in electronic magazines: there is a tactility to the paper as it rolls across the thumb, you can 
small the ink, the design has a weight, a body, it appeals to the senses as well as the intellect. 
Thus, it is ironic that these magazines often seem closer to the singularity of the art object 
than to the mass-produced serial object so characteristic of popular culture. (Monteyne, 2002, 
p.7)
The subject of publishing in a creative context also seems more popular than ever before in both the 
literature and in practice. An increasing number of art book fairs around the world (Olson, 217), and 
related discursive events (such as panel discussions, symposia and lectures) addressing publishing 
practice,52 as well as books on publishing practices, suggests a burgeoning interest in printed matter 
as a practice and as a consumable artefact. Correspondingly, recent literature addressing theoretical 
perspectives on publishing practice as a site for critical discourse can be seen in Publishing as artistic 
practice (Gilbert, 2016), No-ISBN (Blaha, Cella & Findelstein, 2015), Post-digital print: The mutation 
of publishing since 1894 (Ludovico, 2012) and The Book (Borsuk, 2018). These publications address 
contemporary publishing practice in relation to historical studies of publishing in literature and artists’ 
publishing. They highlight the increasingly dynamic role of the independent publisher and the book as 
a malleable medium for artistic enquiry. 
52  See, for example, the workshop ‘(dis-)array’ organised by Brad Haylock, Julia Blume and Katrin von Maltzahn 
in 2010 (http://artzines.de/?p=718); the ‘Publishing as artistic practice workshop’ organised by Annette Gilbert 
and Kristen Mueller in 2015; and ‘Recto / Verso: Art Publishing in Practice’ in 2018, among many others.
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2.8 Emerging conclusions
This contextual review outlines theory and practice relevant to marginal publishing as a productive 
space for creative experimentation and critical practice. This survey prefaces the subsequent chapters 
discuss marginal fashion publishing in relation to these historical conventions and traditions of 
the fashion industry. The seasonal rituals of contemporary fashion media, I argue, were formed 
through publishing and journalistic practices in fashion in the early modern era. In the context of 
emerging practices in the fashion industry, fashion publishing—in the form of editorial magazines and 
supplements, as well as in-house fashion publishing—became a ritualised practice vital to the seasonal 
mediatisation of fashion.
In relation to technological and cultural shifts over the course of the twentieth century, alternative 
fashion and style media practices became prevalent in the 1960s and 1970s, forming the first of 
generations of editorial projects that took more critical, parodic and subversive perspectives 
on fashion. In the 1980s, critical crossovers between practices in art and fashion became more 
pronounced, and by the 1990s mutual interests between art and fashion within a new generation of 
artists, fashion photographers, stylists and designers led to productive collaborations across the two 
fields. Shifting hierarchies in the fashion industry also lead to new fashion practices, for which ‘fashion 
was no longer about prescribing trends but about creating surfaces that allowed for things to take 
shape,’ (von Olfers, 2011, p.14). Existing research on alternative fashion publications appears relatively 
limited, and I formed the contextual review largely through singular studies (such as Alice Beard’s 
survey of NOVA magazine), journalistic sources, exhibition catalogues, and incidental mentions in 
other research. The lack of diversity in fashion discourse on counter-cultural forms of publishing 
contrasts with research into the vibrant history of artists’ magazines and alternative publications in art 
and design practice.
Discussions on alternative publications—such as avant-garde art magazines, artists books and little 
magazines in architecture—open up the conceptual possibilities of the medium of print and publishing 
practice in relation to the fashion system. The vibrant historical and critical discourse on artists’ 
publishing, a concept that is internally critical and formally and politically reflexive, offers a productive 
theoretical framework when examining fashion media practices. Fashion publishing does not, to the 
same degree, have this history and discourse. As a contemporary creative media with a similar capacity 
for reflexivity and criticality, the discipline of fashion publishing could learn from these aspects of 
artists’ publishing.
This chapter outlined the discourse and practice projects in relation to the conventions of fashion 
publishing to understand the complexity of how fashion is published today and, in particular, to locate 
marginal practices in this contemporary context. My aim was to establish key reference points in 
relation to the marginal publishing subjects of Mode and Mode and each of the chapters to articulate 
the possibilities of counter-conventional differences and their modes of production.
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3. Mode and Mode: Experimental publishing at the margins of fashion 
3.0 Introduction 
[…] the Text is experienced only in an activity, in a production. 
—Roland Barthes, The Rustle of Language (Barthes, 1989, p.58)
Mode and Mode, central to this research study, is a publication project and enquiry into the role of 
publishing in fashion through practice. As a creative project, Mode and Mode is a small-scale, serial 
publication that explores marginal publishing activity in fashion practice through an experimental 
publishing methodology. In the context of the research, the process of producing a serial publication 
and circulating it via independent publishing and bookselling channels offers a lens on practice which 
generates insights into marginal publishing in fashion by practising what it means to ‘publish fashion’, 
and how to go about it. 
Chapter 1 outlines how Mode and Mode functions within this hybrid practice study. This chapter 
offers a more detailed summary of the practice context and activity of this project in relation to 
contemporary fashion practice and fashion discourse: in particular, how this approach generates 
insight into fashion publishing through fashion publishing. 
I first outline the context of Mode and Mode (in section 3.1) as what I term a marginal publication, 
and how this approach distinguishes the project from conventional fashion media. This status is 
informed by the fact that Mode and Mode is independently-funded, aseasonal, explores experimental 
formats and unconventional themes and is circulated through independent art and design booksellers. 
I then describe the independent distribution of Mode and Mode (in section 3.2) and the way in which 
this project is shared through these key booksellers. For Mode and Mode, the social aspects of the 
distribution of cultural material are indivisible from its other purposes, and this affords the project an 
international community of practice fundamental to its function. I then outline and review (in section 
3.3) the community of practice (in both fashion and other disciplines) of this project, and how this 
context supports and reinforces the marginal position and creative approach.  
In section 3.4, I propose how Mode and Mode operates as an experimental publishing activity. This 
reflects a methodology of experimentation which allows for new outcomes to emerge, and suggests 
tactics for experimental fashion publishing. In the context of this project, being ‘experimental’ means 
not pre-empting the end result of each issue according to preordained conventions. Instead, each issue 
has an open aesthetic framework that allows a learning about the practice of the subjects through 
mirroring and enacting the practice of the marginal publications. This process is reflexive, raising 
questions and ideas through what Stuart Bailey proposes as a ‘just-in-time’ publishing approach 
(Dexter Sinister, 2006). It is through reflection and analysis on activity that insight into and through 
practice is generated in the discussion of the chapters.
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As a serial editorial project and publication practice, Mode and Mode functions as an experimental 
archive that aims to offer a space for lesser-known fashion practices with contemporary fashion 
discourse. In section 3.5, I overview this function of Mode and Mode as an archival project producing a 
discourse on archives and archival practice, as well as other key projects that also reimagine and revise 
fashion history through alternative archival practice, before charting some emerging conclusions in 3.6. 
This chapter establishes the context and practice methods of Mode and Mode that are outlined 
in detail in chapters 4–9 in relation to the iterations of the project, with each chapter covering a 
single issue. The chapters chronologically follow the serial practice, producing insights on publishing 
progressively through each publication. These insights into fashion publishing through fashion 
publishing produced in the chapter discussion are summarised and evaluated in chapter 10, the 
conclusion of the dissertation. Here, I outline the transferrable knowledge produced in this cumulative 
study on fashion publishing, articulating the productive difference of ‘marginal publishing’ through six 
key tactics.
3.1 A marginal publication about marginal publishing
The notion of marginality has dual significance for Mode and Mode. The project operates with 
the status of a marginal publication (outlined in this section), and is also an editorial enquiry into 
practices at the margins of fashion. This combined approach thus investigates the margins of fashion 
in two ways—by a) publishing into the margins, exploring how (and why) these publications position 
themselves as such, and b) by exploring what it means to exist at these margins, through marginal 
publishing, i.e. by practising marginal publishing. 
a) What is marginal fashion publishing? 
I see myself as a referee. 
I have found ways to exist within and on the fringes of the system.
—Ann-Sofie Back, fashion designer (A Back 2018, interview with the researcher, 9 July).
[…] we are aware of the fashion system and constantly evaluate our relation to it, and so 
far it has always been in resistance to its shortcomings (exploitation of workers, needless 
overproduction and intermediary power brokers such as stylists, buyers and magazines).
—Lucy McKenzie, artist and designer, Atelier E.B (L McKenzie 
2016, interview with the researcher, 31 May).
It’s not like a continuum [between mainstream and alternative] but [about] maintaining a particular 
subjective position, and of finding a way to retain certain values to what it is you’re doing. […] It’s 
finding a series of coordinates in which to map a strategy to keep that kind of methodology alive.
—Marta Kuzma as part of the panel discussion ‘What is Alternative - Alternative 
to What?’ at Art Basel, Switzerland (Art Basel, 2012, 06:30) .
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What might it mean to ‘publish fashion’ at the margins of fashion, which is today—as always—in a 
constant state of flux and porosity, with its seasonal, economic, geographic and aesthetic attributes and 
priorities unstable? 
The use of ‘marginal’ to describe publishing practices in this study relates to ‘independent’, a term 
which, in my view, has been insufficiently defined in the context of fashion media. I draw on Drucker’s 
outline of ‘independent’, where the term ‘suggests an independence from commercial motives 
or constraints.’ (Drucker, 1995, p.7) This, in the context of ‘independent publishing’ suggests ‘any 
publication effort which is mounted for the sake of bringing an edition into being which cannot find 
ready sponsorship in the established press or among commercial publishing houses.’ (Drucker, 1995, 
p.6) The term ‘independent’ in the fashion magazine market is often used more generally in a way that 
denotes commercially-oriented publications, such as ‘niche fashion magazines’ (Lynge-Jorlén, 2017); 
the complexity of the dichotomy of ‘independent versus mainstream’ in the specific context of fashion 
media is discussed in section 2.4 of the contextual review.
I use the term ‘marginal’ to describe the individual context of a publication in relation to dominant 
corporate practices and contemporary discourses. Marginal projects do not, as a matter of course, 
promote the dominant, market-driven practices involved in the seasonal production of fashion, as 
those ‘devoted to Fashion on a regular basis’ might (Barthes, 1990, p.9). I argue that marginality is a 
relational and somewhat dynamic concept—it might denote being marginal from visibility (due to 
its historical nature); from corporate entities and their practices; or from dominant cultural practices 
within the fashion industry. A historical marginality would suggest a practice that is no longer in 
circulation, or whose presence is scarce in contemporary discourse. A corporate marginality would 
suggest a fashion practice that resists any involvement with corporate entities (including advertising 
revenue and featured products from such entities). A cultural marginality, then, would suggest a 
resistance to the seasonal conventions and cultural infrastructure of the fashion industry, for example, 
the seasonal press and promotional systems of fashion.
The term ‘marginal’ in this study is a productive label for the publication subjects of Mode and Mode 
that are addressed in the discussion of the chapters, and a purpose of the study is to elucidate how 
each of the selected publications in this study are defined as marginal in their counter-conventional 
difference. The fashion studio Bless, for example, the subject of the second issue of Mode and Mode 
and chapter 5, have adopted and utilised a level of cultural marginality by presenting collections in 
alternative formats and by only sporadically engaging with fashion week, its press and its seasonal 
schedule. I discuss a particular instance of their marginal status—their ‘lookbook collaboration 
project’ (2005–ongoing)—which replaces press and promotional systems of fashion by working 
directly with a community of publications to circulate their collection. 
I define Mode and Mode itself as a marginal publication in terms of its deviation from both corporate 
and cultural practices in the fashion industry. The project is not involved with corporate entities (i.e. 
brands, in fashion), and does not operate within the seasonal framework and commercial conventions 
of fashion media. The ways in which Mode and Mode does this are discussed in the following section.
b) How is Mode and Mode a marginal fashion publication?
Despite the conflicted commercial nature of the fashion industry in its current state, editorial 
fashion magazines—whether digital or in print—still have a formative role in the seasonal schedule 
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production. For example, as Lynge-Jorlén notes, ‘niche fashion magazines’ have a role as ‘important 
tastemakers’ (Lynge-Jorlén, 2017, p.5) within the contemporary high fashion industry. At this industry 
level, many fashion writers, editors and publishers have expressed resistance to and critique of the 
hegemonic culture of fashion magazines and the ways in which editorial offices are inseparable from 
their advertisers. The concept of the fashion magazine as ‘brand extension’ (Dyson, 2008) is not new; 
however, as editor Anja Aronowsky Cronberg argues, it is ‘an open secret in the fashion industry that 
advertisers dictate editorial content, mostly tacitly, sometimes explicitly.’ (Aronowsky Cronberg, 2014) 
Particularly in light of these conditions, Mode and Mode occupies a marginal status to the fashion 
industry and differentiates itself from the commerciality of the fashion magazine market in the 
following ways:
1. Independently funded: Mode and Mode is self-funded and independent of other commercial 
organisations. We don’t participate in the support forms standard in commercial publishing, 
including advertising, sponsorship or featured products. 
2. Aseasonality: Mode and Mode is aseasonal, insofar as we are not affiliated with the contemporary 
fashion season. We argue against its essential basis for fashion magazines on all scales, glossy to 
niche, in the market.
3. Inconsistency of format: The format of Mode and Mode is inconsistent (ever-changing) and 
unconventional (with few repeated forms). We have an open aesthetic framework in which we 
don’t predict how each issue will be realised; the printed format changes from issue to issue.
4. Unconventional themes: Mode and Mode targets unconventional subjects—practitioners located at 
the margins of fashion and its economic systems (and, in particular, its cultures of consumption). 
Moreover, issues of Mode and Mode centre on a single subject, which contrasts with the approach 
of a conventional magazines/serials, that will feature a range of editorial stories.
5. Unconventional editing: Mode and Mode embraces experimental and unconventional approaches 
to content development and its graphic instantiation. 
6. Scale of practice: Mode and Mode has a print run of between 200-500 copies, meaning that we 
operate on a micro scale in terms of our circulation.
7. Distribution: Mode and Mode does not work with a distributor. Instead, we sell the publication 
directly through a selection of independent art-aligned bookstores and alternative fashion 
boutiques worldwide. 
c) Why publish fashion in the margins?
These characteristics reflect how Mode and Mode contradicts the conventions of seasonal fashion 
magazines, and reflects aspects of marginal practice. Working in this mode of production—outside of 
the fashion system and its publishing market—means that the project can act from a critical distance 
to the fashion industry and its publications. I suggest that a marginal publication is able to work in 
critical relation to industrial fashion: not entirely outside it, but with the freedom to experiment, 
critique and publish material that might otherwise be deemed detrimental to brands or industry 
practices. This aligns with Thomas’ position that ‘[i]n fashion, these concepts—authorship, producer, 
publisher—apply when fashion designers deviate from their expected professional practice of solely 
designing garments and accessories by authoring or producing books and other print projects that 
reflect critical practices.’ (Thomas, 2017, p.233) 
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3.2 Independent distribution 
We don’t work with a distributor; instead, Mode and Mode is circulated independently and directly. 
This independent distribution is one of the key ways that the community of the publication has been 
formed. It is internationally distributed to a selection of independent art-aligned bookstores and 
alternative fashion boutiques. Axel John Weider, one of the founders of the Berlin-based independent 
bookstore Pro-QM (a stockist of Mode and Mode), explains that ‘in the process of publication, 
distribution demands the same importance as editing and production’ and that it is ‘particularly 
true in the case of highly specialised books with a rather limited audience, for which distribution 
is a recurring challenge.’ (Weider, 2004, p.156) The characteristics of the act of making Mode and 
Mode public (and to a specific public) has been crucial to placing the project within a community 
of independent publishers and creative practitioners. While small publications often value working 
with a distributor for economic and efficiency gains, I have valued the aspects of social exchange and 
a closer understanding of our audience in doing-it-ourselves. Through this particular, more social, 
approach to distribution—and our correspondence with booksellers and directly with readers through 
our website—a network of cultural exchange has been developed within an otherwise solitary, 
geographically-niche practice. 
A vibrant and international community of independent bookstores continues to provide a platform 
for self-publishing cultures, despite the rise and consolidation of major online booksellers. In response 
to these conditions (and perhaps the rise of ‘art tourism’), there is also an increasing number of art 
book fairs across major cities reflecting a lively culture of independent art and design publishing. 
The cultural role of the independent bookstore as an advocate of artist publishing has a history as 
long as artists’ books. Long-standing stores, such as Amsterdam’s Boekie Woekie and New York’s 
Printed Matter, are regarded as institutions that have had a pivotal role in providing a platform for 
artists’ books and unconventional publishing. These specialist stores—which have their own marginal 
conditions in relation to chain bookstores or larger scale booksellers—have been formative in the 
promotion of publishing as artistic practice. As Weider writes, ‘the institutional peculiarity of these 
stores in comparison to other bookstores lies in their specialisation, in their clear concentration on 
artistic and theoretic areas and from their accessibility as participatory platforms.’ (Weider, 2004, 
p.158) Such bookstores often take on a curatorial role, presenting their selection of titles from small 
publishers, rare second-hand books and artists’ publications, also often promoting theory, niche or 
subcultural titles across literature, art, fashion and design. Stores like Ooga Booga in Los Angeles, 
Tender Books in London and World Food Books in Melbourne, have embraced the unconventional 
nature of the Mode and Mode—which might be a challenge for more conventional booksellers 
given our aseasonality, varying formats and subject treatment. Kai van Rabenau, the founder of the 
interview publication mono.kultur, describes a similar experience, explaining that their publication ‘is 
such a specific format so it doesn’t really fit into any of the mainstream categories, which has made the 
promotion and distribution really tricky.’ (Khandelwal, 2018) For Mode and Mode, these independent 
booksellers have been a way to connect this unconventional project with audiences receptive to it. 
Developing relationships through our distribution network has produced many exchanges—both 
with Mode and Mode readers and with other practitioners at the margins—which have enabled us to 
contextualise and further understand the project through the eyes of the readers. Mode and Mode has 
been most successful in stores where we have developed personal relationships with the owner/buyer, 
as they are sensitive to the aims of the project. This reflects one of the benefits of self-distributing—as 
artist and graphic designer Jake Tilson notes: ‘no one else will do it better than you.’ (Tilson, 2018, 
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p.76) Self-distributing has allowed Mode and Mode to maintain control over the contexts in which 
the project is encountered and to develop relationships with our sellers who thus promote the project. 
Doing distribution at this interpersonal level also enables us to gain feedback from booksellers about 
how Mode and Mode fits into the context of a retail environment—i.e. who is buying the publication.
As well as bookstores, Mode and Mode is sold through a dedicated website53 and at the several launch 
events hosted by the publication. This has been another way to share and develop the network of the 
project through meaningful exchanges. These events create opportunities to meet Mode and Mode 
followers, and to align with other creative platforms to reach new like-minded audiences. For example, 
in 2018 we worked with the Melbourne-based gallery space Reading Room, as well as with bookseller 
World Food Books, to launch the sixth issue (discussed in chapter 9). For the event, we worked 
with the editorial team of point d’ironie (the subject of the issue of Mode and Mode) to create a 
temporary installation on the walls of the gallery space. The event brought shared audiences together, 
introducing Mode and Mode to the collective networks of Reading Room, World Food Books and 
point d’ironie. As part of a programme of events corresponding with the project, Mode and Mode 
has also hosted and been involved in performance readings, expanding our network and allying with 
other marginal practitioners. For the ‘Art Bar Series’ at the Melbourne bar/venue Neapoli, curated 
by Nikos Pantazopoulos, and along with Dolci & Kabana (D&K),54 I performed a reading with artist 
Spencer Lai from the third issue of Mode and Mode, re-enacting the interview exchange with artist 
and designer Seth Shapiro. Playing the role of myself in the interview, Lai performed Shapiro’s written 
responses. 
It has been through informal distribution networks—our relationships with booksellers, our online 
presence and at our launch events—that Mode and Mode has been able to have a direct exchange, and 
develop a network, with other marginal publications. These networks are where the margins collapse 
together, as we meet with others also working on the periphery and on a small scale.
3.3 Our community of practice
The graphic design publications under discussion in this essay are not oppositional in the sense 
of being political interventions, but rather express, as the fanzines did before them, the need to be 
linked to other like-minded individuals and to be considered as an integral part of such a group. 
—Teal Triggs (Triggs, 2009, p.33)
[…] there are many independent magazines and journals of fashion writing that provide 
much needed discourse about the fashion industry, often including candid interviews and 
little or no advertising: Mode and Mode, PpR Journal, Many of Them, F de C Reader, 
Archivist, Vestoj, Fashion Projects, Address, Garmento, and the now defunct Worn.
—Susan E Thomas (Thomas, 2017, p.237)
53 See: www.modealsomode.com
54 The fashion and art practice formed by Ricarda Bigolin and Nella Themelios.
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A community of related practitioners is important as a way to contextualise a creative practice or 
project within a cultural space and its audiences. For Mode and Mode, establishing this community 
(some of the members of which have worked with the publication directly, or present a close historical 
or creative connection) has been a way of placing the project within a context of ‘like-minded’ 
(Triggs, 2009, p.33) practices which represent marginal or experimental approaches. This community 
is affirmative, to an extent, and collectively substantiates the margins of fashion. This space of practice 
has been described by Thomas as a community of ‘self-published zines and lookbooks, small-press 
photobooks, and independent magazines [that] point away from the fashion industry and towards 
the febrile and conceptual world of artists’ books.’ (Thomas, 2017, p.231) Further, in the same article, 
Thomas identifies Mode and Mode within a grouping of publications that ‘provide much needed 
discourse about the fashion industry’ (Thomas, 2017, p.237).
a) In fashion practice
Within fashion, the community of practice of Mode and Mode is formed by current and near 
recent small-scale publication projects that ‘point away from the fashion industry’ (Thomas, 2017, 
p.231) to explore fashion through unconventional, experimental or semi-academic formats. The 
project identifies with independent editorial projects and fashion journals that reflect publications 
about fashion but not in fashion—i.e., those that are relatively ad-free and do not feature seasonal 
products. For example, in addition to the list provided by Thomas in the quote cited above, Mode and 
Mode identifies and shares similar concerns and readership with: Thisisnotparis,55 299792458 m/s,56 
Monument,57 Press & Fold,58 March Magazine,59 Fashion Projects,60 The Skirt Chronicles,61 Centre 
for Style Rag,62 All Season Fashion Paper63 and La Derriere Cri.64 The increased presence of fashion 
in art journals and publications—often in the form of special editions—has also contributed to our 
community of practice for Mode and Mode. These publications expand fashion discourse through 
academic or critical means. This is visible in special fashion editions put out by Texte Zur Kunst (no. 
102, 2016, no. 78, 2010 and no. 56, 2004), Bulletins of the Serving Library (#6, 2013), Flash Art (no. 306, 
2016) Artforum (November 2015), May Revue (no.15, 2016) and Spike Art Magazine (no. 55, 2018). 
Several other publications from other fields that nonetheless include content that addresses the 
cultures of fashion include BILL65 magazine, Provence66 magazine and here and there.67 
55  Publication developed by Maaike Gottchal for Arnhem Mode Biennale 2005.
56  Founded by Rob Kulisek and David Lieske, published by Westreich Wagner.
57  Founded by Mary-Lou Berkulin, Amsterdam 2018. See: http://monumentmagazine.nl/. 
58  Press & Fold is an Amsterdam-based independent publication ‘that aims to explore alternative fashion forms and 
narratives’ founded by Hanka van der Voet. I contributed an article, ‘Breaking Through the Façade: Collective 
critique on fashion in the 1990s’, to their founding issue in 2018. See: www.pressandfoldmagazine.com.
59  A March Issue is a publication created in 2018 by Line Arngaard and Sonia 
Oet that remade a March issue of Vogue magazine.
60  Fashion Projects is ‘a platform to highlight the importance of fashion—especially “experimental” fashion—
within current critical discourses.’ Founded by Francesca Granata in 2004. See: fashionprojects.org.
61  The Skirt Chronicles is an ad-free serial publication founded by Sarah de Mavaleix, 
Sofia	Nebiolo	and	Haydée	Touitou	with	their	first	issue	published	in	2017.	
62  Published by Centre for Style/Matthew Linde in 2015.
63  Published by Unit F büro für mode, Austria. See: http://www.unit-f.at/archive/fashionpaper/index2_e.html.
64  Published in New York in 2013 by Capricious, with editor-in-chief JOFF. See: http://lederrierecri.com/. 
65  BILL magazine was founded in 2017 by Julie Peeters and published by Roma Publication.
66  Provence magazine was founded by Tobias Kaspar in Zurich, see: http://provence.st/.
67  here and there magazine was founded by Nakako Hayashi in Tokyo, see: https://hereandtheremagazine.com/.
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These print projects explore various ways of making fashion publications through experimental and 
discursive methods, including academic and fictional writing, unconventional or parody image-making, 
illustration and unconventional formats and graphics. Mode and Mode relates to the conceptual, 
critical and experimental territory that these publications explore through unconventional editorial 
methods. Mode and Mode is often also grouped together as like-minded with these contemporary 
publications in the context of our booksellers.
b) In other creative fields
Aspects of the editorial approaches undertaken in Mode and Mode also relate to independent, 
self-funded publications in other creative disciplines outside of fashion. This connects Mode and 
Mode with a community of projects, in other fields but of a similar scale, that explore experimental 
approaches and niche subject matter. There are too many publications exploring small-scale 
publishing as a conceptual and artistic practice to list here—for more on this, you might consult 
Ruth Jamieson’s survey of independent publishing Print is Dead. Long Live Print (Jamieson & 
Currell, 2015). Here, I limit this practice community to contemporary and near-contemporary serial 
publications which reflect the specific nature of Mode and Mode as a publication about one subject; 
namely the titles mono.kultur,68 3-Ply’s Re-print series,69 Tinted Window,70 1:1:171 and Re-magazine.72 
And while they occupy other fields, these publications do occasionally touch on fashion and 
clothing cultures: for example, Provence magazine in several of the issues around experimental and 
performative publishing activity.
c) Historical precursors
The idea was to disrupt, using techniques of montage and appropriation, the usual 
concept of fashion magazines: to provide a certain lifestyle in a consumable mode. 
—Ilka Becker on Bernadette corporation’s MADE in USA (Becker, 2014, p.80)
Mode and Mode also identifies with historical publication projects created by artists, designers and 
curators, even as they are no longer actively publishing. Publication projects emerging in the 1990s 
and early 2000s reflected the prevailing anti-fashion culture as a critique of fashion’s corporate 
practices (as discussed section 2.4). This included publications such as Purple magazine73 and its 
earlier counterpart Purple Prose; Nakako Hayashi’s No. 2: Paris Collection Individuals 1999-2000; and 
MADE in USA, a parody fashion magazine produced by the artist collective bernadette corporation. 
Fashion designer and artist Susan Cianciolo also produced numerous zines and publications (generally 
self-published, but often through small presses such as Nieves) during this period which embody 
experimental zine-style approaches to publishing. Artist K8 Hardy launched a more direct parody of 
high fashion and clothing cultures with her zine FashionFashion (2002–2006), which featured cut-and-
paste images of herself, posed and styled (by herself) in grotesque, brutally collaged fashion/lifestyle 
68  See: http://mono-kultur.com/news.
69  See, for example: https://www.3ply.net/04-reprint-1-1-2-3-1992-by-stephen-bram.
70  See: http://tintedwindowmag.com/.
71  1:1:1 is produced by Niessen & de Vries and chronicles a creative practice in each of its issues.
72  See: http://www.re-magazine.com/.
73  Note that I refer to the early issues of Purple, published between 1998 and 2003, until it was retitled Purple Fashion.
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editorials (by herself). For these riot grrrlesque publications, Hardy exploited her own exploitation 
working as a stylist’s assistant, scavenging outfits at thrift stores (or making them herself) and wearing 
make-up more in the clown/horror vein than what mainstream women’s magazines call beauty. 
(Higher Pictures, 2014)
Cheap Date,74 edited by Bay Garnett and Kira Joliffe, is another publication that similarly took on 
a critique of fashion through a publication strategy. The publication featured parody ad campaigns, 
experimental editorial stories that parodied fashion and celebrity culture, and mock fashion stories 
within DIY layouts. Cheap Date’s editors were insiders to this world, and the project became an outlet 
to express their frustrations with the fashion industry and its culture (Sisley, 2015). 
Publications by artists that exploit the archetype of the fashion magazine from the critical distance of 
an art practice similarly represent projects about fashion yet marginal to the fashion industry. In her 
publication Originalausgabe/Original Issue, artist Anita Witek used the form of Vogue magazine as 
a platform for her body of artwork. Her project reflects the use of the format of a fashion magazine 
from the critical distance of an arts practice to critique the representation of fashion. Similarly, the 
publication project Untitled (September Magazine),75 created by graphic designer and artist Paul 
Elliman, also replicates the form of an archetypal fashion magazine, primarily through its size, format 
and choice of paper stock. The near-600 pages, completely void of text, show page after page of 
heavily cropped, close-up photographs lifted from fashion magazines and fashion advertising spreads. 
The artists’ publication Magazines by Claude Closky, published by Purple Books in 1998, is another 
such project. The publication dissects and collages the editorial conventions of a fashion magazine as 
material for a conceptual fashion publication.
The editorial experimentation and parody represented in these experimental fashion and artist-
generated publications from relative fashion outsiders produced critical narratives on fashion from a 
critical distance to its industry. These have informed the conceptual and cultural positioning of Mode 
and Mode, and its position that publications such as these have the capacity to rework fashion media 
conventions.
3.4 Experimental publishing: Learning about fashion publishing through fashion publishing
Via the ebb and flow of this kind of trial and error, we continue to diagram the 
turbulent relations of analog and digital publishing–a theme as loaded to us as all 
the time, education, typography, psychedelia, Germany, fashion, numbers, mediums, 
and sport in the pile of back issues that anticipated this meta-Bulletin.
—Stuart Bertolotti-Bailey, Angie Keefer and David Reinfurt, 2015 
(Bertolotti-Bailey, Keefer & Reinfurt, 2015, p.20)
74  Cheap Date was	a	fashion	zine	founded	by	Bay	Garnett	and	Kira	Joliffe	in	London,	published	between	1997–2004.	
75  Untitled (September Magazine) by Paul Elliman was published by Vanity Press, London in 2013.
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Dexter Sinister, the publishing studio and workshop space founded by David Reinfurt and Stuart 
Bertolotti-Bailey,76 describe their activity as exploring a ‘“just-in-time” economy of print production’ 
(Dexter Sinister, 2006). Mode and Mode similarly reflects an experimental, flexible model of 
publishing, ‘running counter to the contemporary assembly-line realities of large-scale publishing.’ 
(Dexter Sinister, 2006)
Mode and Mode similarly takes an experimental approach to the conceptual model of serial 
publishing with an open aesthetic framework. The editorial process of the project reflects, as poet Kay 
Ryan phrases, a process of ‘building the ship as we sail it’ (Ryan, 2006). This approach occurs at every 
level of the project: from the editorial processes of selecting content, the realisation of the design and 
form, and the distribution of the publication within a network of booksellers described in the previous 
section. There is no fixed editorial formula from issue to issue, which allows each issue to evolve 
iteratively, trying different outcomes and editorial gestures in dialogue with each subject and the 
conceptual conditions of their work. In this strategy of consistent inconsistency, the unconventional 
aspects of Mode and Mode become the conventions. 
In this section, I outline how Mode and Mode operates as a model for experimental publishing in an 
active process of learning about publishing through publishing. The term ‘experimental’, in this context, 
refers to a practice methodology rather than a style or aesthetic. This echoes Peter Bil’ak’s discussion, 
comparing definitions of the term between the realms of science and design as a method of working 
where there is ‘no preconceived idea of the outcome, it only sets out to determine a cause-and-effect 
relationship.’ (Bil’ak, 2011, p.132) Experimental practice is thus ‘contrary to production-oriented 
design’ (Bil’ak, 2011, p.132).
In the context of Mode and Mode, experimental practice is a creative process and a mode of criticality: 
we are finding new, unexpected and unanticipated insights into practice through doing practice. 
Through a strategy of experimentation, Mode and Mode is a reflexive project that aims to uncover 
new understandings related to publishing practice. Thus, it is this approach—of research into practice 
through practice—that specifically constitutes the production of Mode and Mode as a practice 
research method. 
This approach has meant that Mode and Mode has been able to evolve over time, and from issue to 
issue, informing editorial and design decision making. For instance, as the format of the issue changes, 
testing of different printing methods or different configurations between images and text in relation to 
the conceptual concerns of each issue, can be explored and done differently. In other words, without 
the limitation of a consistent design, each issue is able to learn from the precedents. This evolution of 
practice is discussed in the context of each of the practice chapters (4–9). Operating with this lack of 
prior determination generates insights that would not be possible under more formulaic, consistent 
and traditional approaches; these aspects of Mode and Mode are outlined below in ‘b) Mode and 
Mode as experimental publishing’. This open editorial framework also allows for Mode and Mode to 
form transferable editorial gestures through adaptation of the methods of other practices. In other 
words, Mode and Mode mirrors, practises and reflects the practices of its subjects. This strategy is 
outlined below in ‘c) Mirroring practice through practice’.
76  Who is also referred to in this study as Stuart Bailey, the name Bertolotti-Bailey being adopted after marriage.
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a) Experimental practice: method vs style
Mode and Mode is an experimental publication with a mission to elucidate the margins of fashion. In 
practice, the project explores an editorial approach to fashion publishing that is unconventional and 
experimental, rather than affirmative of the fashion industry and its editorial formats. 
I argue that experimental practice in this sense is not constituted in any aspect of form or style, in 
contrast to some tendencies towards this conflation in other practices and discourses of fashion media. 
For instance, in her book Experimental fashion: Performance art, carnival and the grotesque body, 
Granata conflates ‘experimental’ with ‘avant-garde’ practices reflecting an aesthetic experimentation 
with ‘grotesque imagery and bodies- out- of- bounds in fashion’ (Granata, 2016, p.3). Granata’s 
definition stems from the use of the term in reference to subcultures and subcultural fashion; however, 
she used it in relation to fashion designers working within the ‘system of press, distribution and sales 
of Paris and London, two cities that remain epicentres of experimentation in fashion.’ (Granata, 2016, 
p.4) It is further problematic as many of these once small-scale practices have evolved into more 
corporate enterprises. 
Additionally, major fashion brands and magazines are highly sophisticated in their graphic and 
photographic languages and presentation strategies—often employing the manners of more critical 
practices—which makes it difficult to distinguish between critical and creative experimentation. Brand 
campaigns draw from a complex pool of references and collaborate with artists, theorists and figures 
from other disciplines to build ‘cultural capital’ through the ‘the corporate appropriation of “avant-
garde” positions within the parameters of the market.’ (Ryan, 2007, p.7) Bil’ak warns: 
Although this kind of experiment has no commercial application, its results may feed 
other experiments and be adapted to commercial activity. Once assimilated, the product 
is no longer experimental. [Graphic designer] David Carson may have started his formal 
experiments out of curiosity, but now similar formal solutions have been adapted by 
commercial giants such as Nike, Pepsi, or Sony. (Bil’ak, 2011, p.132)77 
b) Mode and Mode as experimental publishing
Instead of a cultural or aesthetic definition of ‘experimental’, I argue that Mode and Mode utilises the 
scientific methodology of ‘an experiment’, as understood by Bil’ak. This forms a practice methodology, 
rather than an experimental style or denatured aesthetic (Bil’ak, 2011, p.132). This is a process through 
which the learning is in the feedback loop of the doing: an active working methodology which 
adopts practices of trialling, testing and sampling under a rationale that is ‘concerned with exploring 
new ideas and/or technology.’ (Glaves-Smith & Chilvers, 2015) For Mode and Mode, experimental 
publishing is a reflexive process that navigates the conceptual and creative decision-making of 
producing a publication, generating reflection into publishing, through publishing. In each of the 
subsequent chapters in this study, the six issues of Mode and Mode are approached as editorial 
experiments. 
77  Though a complete discussion on contemporary marketing strategies is outside the scope of this study, I discuss 
some of these tensions emerging in the context of contemporary fashion media further in section 2.5.
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As with an experiment, at the outset of each issue Mode and Mode has a theoretical starting point 
to explore marginal practices in fashion, but the format and editorial content is otherwise unknown, 
aside from several aspects threaded through from issue to issue. The fixed choice of typeface—
Louize—offers a consistent aesthetic character, while the featuring of an interview with the central 
subject, conducted early in the process, anchors the order of the experiment. Each issue is otherwise 
subject to change: open to develop in any direction in terms of style and format, including its paper 
size, binding, paper stock, image and text arrangement. The process that each issue undergoes 
generates conceptual reflection (captured in each of the chapters) from an editorial experiment.
For example, the sixth issue (which is discussed in chapter 9) examined the brand publication 
point d’ironie, founded by fashion designer agnès b., artist Christian Boltanski and curator Hans 
Ulrich Obrist. The editorial process began once I had done the interview with Obrist. At this stage, 
brainstorming and planning the rest of the issue’s content and format commenced. This phase of 
experimentation and conceptualisation mapped out possible material outcomes for the issue in 
consideration of themes and ideas emerging from the interview, as well as the contextual research I 
had done about point d’ironie and its history as a publication. 
Each issue experiments in the relation to its featured editorial practice to explore unconventional 
themes, formats, editorial approaches to images and text editing. In particular, the following aspects of 
Mode and Mode are not predetermined, forming the editorial experiment:
• There is little consistency with the selection of content, for example the length,  
subjects and forms of the interview;
• Mode and Mode does not work with a predetermined layout of graphic formula;
• Mode and Mode does not work with a predetermined format or style of the  
printed issue—this is subject to change;
• Mode and Mode does not work with a distributor, thus circulating the issues has itself been an 
experimental process—as discussed in section 3.2. 
These conceptual rules allow for unpredictable outcomes and new modes of fashion publishing to 
occur through the unfolding of decision-making. In this way, the process is one of working through 
the possibilities. Being faced with many possible manifestations of the content allows reflection on 
the conceptual implications of the form and format of the issue. For example, the first issue of Mode 
and Mode was informed by the once-popular format of ‘collections magazines’ that would summarise 
each fashion week season. The issue used a coated stock of a similar weight to these publications to 
reference cheap, seasonal magazine publishing. The third issue, which was all black and white, used the 
print-on-demand publishing platform Blurb.com, printing a separate dust jacket on cheap photocopy 
paper. This approach aimed to mirror the subject of the issue, Seth Shapiro, whose publications, as well 
as being online, were cheaply printed and embodied this printing technology in their aesthetic. 
This changing materiality has, paradoxically, formed a unified shape for the graphic and material 
identity of Mode and Mode, one that flexibly emerges in connection with the subjects, but also bears 
the trace of its experimentality. It could be that this flexibility produces an identity of creating distance 
from conventional, market-driven fashion publishing, which otherwise relies on the accumulation of 
recognition and brand capital. Over the six issues of Mode and Mode that were made within the scope 
of this study, this experimental process has developed into a form of recognisable conceptual identity 
for the project—an orbit of incidentally-repeated gestures and aesthetic concerns. 
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c) Mirroring practice through practice
Mode and Mode adopts various aesthetic and conceptual aspects of the practices that are featured, 
presenting a kind of mirroring, shape-shifting aesthetic; part of the nature of the project, as well as a 
form of enquiry towards the subject at the level of practice. 
This is an aesthetic expression of Mode and Mode’s aim: to explore marginal publishing through 
marginal publishing. The project investigates the publishing methodologies of featured marginal 
publications by practising aspects of their practices. One example method relates to how Mode and 
Mode echoes the subjects through the use of facsimiles. The fourth issue, which is explored in depth 
in chapter 7, worked with fashion designers Keupr/van Bentm (founded by Michiel Keuper and 
Francisco van Benthum) and graphic design studio Experimental Jetset to produce a facsimile of their 
publication Friction/Parade 1999, the subject of the issue. This 1:1 republication, encapsulated within 
our issue, dictated other aspects of the design and, in particular, the physical scale of the object. The 
publication is entirely monochrome and text-only, in accord with the conceptual conditions of the 
original publication which proposed that text can ably perform or conjure images of fashion. This 
mirroring effect was also integral to the outcome of the second issue, which mirrored Bless’s tactical 
approach for their ‘lookbook collaboration project’ through another tier of tactical publishing of its 
own. This involved the production of a ‘contributor network’ to visualise and materialise the extent to 
which Bless’s ‘lookbook collaborations’ were circulated. As above, the aim of this editorial mirroring 
is to extend the conceptual objectives of the original publication, which manifest in the aesthetic form 
and approach to content of each of the issues of Mode and Mode.
Mode and Mode operates as a marginal publication and is also about marginal publishing in fashion; 
the project shares its context with its concerns. Further, it is the adaptation of experimental processes 
and dynamic formats that allows Mode and Mode to materialise the conceptual and aesthetic concerns 
of the subject: that marginal publishing fashion can interrogate the conventions of fashion.
3.5 Mode and Mode as a serial, experimental archive 
Through a model of experimental publishing, Mode and Mode forms an experimental archive of 
fashion publishing. Each issue is oriented around a subject that is more important than it was given 
credit for in its time, with the aim of bringing their work once again into circulation. In doing so, the 
collective issues of the project form a self-assembling, experimental archive of the featured practices, 
in the way that Bailey and Reinfurt describe their Serving Library as a ‘cooperatively-built archive 
that assembles itself by publishing.’ (The Serving Library).
This experimental archival approach—instrumental acts of selection and recirculation—became an 
important aspect of the fourth issue, for instance, which (as described above) was framed around a 
facsimile of the publication Friction/Parade 1999. Here, reprinting the original publication engendered 
a mode of recirculating it under new conditions and to the audience of Mode and Mode—i.e. much 
different conditions than its first circulation. Issue five similarly shared the aim to restore the work of 
a subject—to argue that is more important than it was given credit for in its time—into circulation. 
This issue focussed on the German fashion writer Helen Hessel and included a selection of her writing 
alongside a reprint of some of her correspondence—a selection made to re-illuminate her work amid 
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an accounting of her experience as a figure in the context of fashion writing and journalism in the early 
twentieth century.
A key objective of Mode and Mode, then, is to restore and redress particular histories and hierarchies 
in fashion, namely the role of printed matter and publishing within the making of practices and 
cultures of fashion. The project addresses imbalances in fashion history and discourse through a 
recirculation (via the editorial and theoretical framework) of historically marginal material. The issues, 
then, accumulatively practise the creation of a self-assembling experimental archive, an archive which 
can power the historical revalorisation of overlooked practices.
This section discusses the seriality of Mode and Mode as an experimental archival practice in relation 
to discourse on alternative and experimental archives in both fashion and other cultural fields. I detail 
the recurring editorial methods in Mode and Mode, the facsimile and the interview, that form this 
experimental archival methodology.
a) Experimental archival practice
As the curator moves among alternative spaces and the power of the image-as-
reproduction continues to grow, the library collection remains an underexplored platform 
where the curator may operate site-specifically to co-construct thought-provoking 
reinterpretations at various levels: the texts and reproduced and reproducible images, 
the collection (its history and function), and even the institutional architecture. 
—Anna-Sophie Springer, Fantasies of the Library (Springer & Turpin, 2016, p.7)
The framework of Mode and Mode as an experimental archive of fashion publishing, formed through 
serial experimental publishing activity, relates to emerging discourse and practices in broader fields 
of culture. This discourse on archival practices suggests two potential archival modes for publishing 
practice: the archive as performing the book, and the archive as publication. 
Anna-Sophie Springer and Etienne Turpin have examined the former—‘the archive as performing 
the book’—in demonstrating how new conceptions and web-based models of the library (such as 
digital archival web platforms) reimagine and perform publishing traditions (Springer & Turpin, 
2016). Springer defines a library, and archive, as an entity with the purpose ‘to collect, research, and 
make accessible objects that carry information in material culture.’ (Springer & Turpin, 2016, p.7) 
Recent art/design literature has also addressed how new archival activities might challenge traditional 
notions of archives, particularly given the effects of new technological platforms and the rapid growth 
in information storage and retrieval systems. Markus Miessen and Yann Chateigné’s edited volume, 
The Archive as a Productive Space of Conflict (Miessen & Chateigné, 2016), broadly addresses a range 
of these projects, which reimagine the archive in terms of materiality, and in relation to its politics 
and cultures. For example, Kenneth Goldsmith, founder of Ubuweb (a digital archive of poetry, art, 
music and literature),78 in his contribution to the volume describes ‘archiving and digital material 
as an ecosystem of which we are custodians.’ (Copeland & Goldsmith, 2016, p.199) The politics of 
archives has also transformed with widespread access to digital technology. On Ubuweb’s home 
78  See: www.ubu.com.
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page, Goldsmith offers that ‘Ubu proposes a different sort of revisionist art history, one based on the 
peripheries of artistic production rather than on the perceived, or market-based, centre.’ (Ubuweb). 
Other similar independent digital projects like aaaarg,79 memory of the world,80 Internet Archive,81 
Samiz-Dat (formerly Dat Library)82 and Monoskop83 also reflect ‘recirculating archive’ projects, which 
make experimental, avant-garde and marginal cultural material public and freely available among a 
growing number of alternative, digital archives. As founders of the peer-to-peer library project Samiz-
Dat, Sean Dockray and Benjamin Forster note that these projects reflect ‘the archive not as a dead 
object of research but a set of possible tools waiting to be activated in new circumstances.’ (Dockray & 
Forster, 2018, p.202)
Publications also represent the opportunity for an alternative archival platform and methodology. 
Although many independent serial publications and book projects on creative practices arguably 
have an archival dimension, there are several recent independent publications that embody revisionist 
objectives and operate on a similar scale to Mode and Mode. Publications such as Archivio,84 1:1:1 and 
Tinted Window explore artistic and cultural histories through a serial publication framework. 
These contemporary and independently-funded publishing projects draw renewed attention to 
historical creative moments, figures and projects, situating them within contemporary discourse 
and context on the basis of their relevance to emerging issues in contemporary culture. They reflect 
how both individuals and independent enterprises are undertaking archival practices through 
unconventional formats that shift understandings of the potential of archives in a contemporary era, 
and provide renewed access to peripheral practices.
b) Experimental archives in fashion 
Experimental and alternative archival strategies in fashion in particular have been productive 
in introducing new frameworks, modes of practice and points of entry into fashion history, often 
connecting it with contemporaneous discourse. As McDowell notes, ‘[t]he visual and textual 
documentation contained within past fashion magazines, or “old” glossies, constitute a primary source’ 
(McDowell, 2015, p.298) that, she contends, ‘can be made use of in the present.’ (McDowell, 2015, 
p.298)
The Contemporary Fashion Archive (CFA), which operated between 2002 and 2007, was a multi-
institutional85 project funded by the European Commission’s cultural program. The CFA formed a 
79  See: https://aaaaarg.fail/.
80  See: www.memoryoftheworld.org.
81  See: https://archive.org.
82  See: https://github.com/samiz-dat/samiz-dat.
83  See: https://monoskop.org/.
84  Archivio is a serial publication concerned with discourse on archives and archival practice 
based in Turin, Italy. The publication is produced by the Promemoria Group, an organisation 
specialising ‘in recovering, conserving and enhancing the historical heritage of large 
companies, institutions and collectors.’ See: www.promemoriagroup.com/about.
85  Under the organisation Unit F büro für mode, the CFA was a digital platform founded by MoMu 
and four other European cultural organisations, and funded by the European Commissions 
cultural program, Culture 2000. A version of the website still exists though the scope of the 
project as a platform for sharing the work of fashion designers is no longer operational.
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digital archive based in Vienna, Austria, in response to some of the challenges and opportunities that 
networked cultures presented for fashion practices. Its online platform produced an archive of the 
work of contemporary fashion designers, including images and information on their work, as well 
as housing a network directory and participating in events with their partner institutions. A version 
of the website, still available online as of writing, explains that the archive features ‘collections and 
projects of various international fashion and accessory designers, whose work is characterised by 
an experimental and innovative approach to fashion.’ (CFA: Contemporary Fashion Archive). The 
project was dedicated to designers, particularly those operating in the 1990s and early 2000s, that 
embodied unconventional approaches to fashion. They are described as ‘a new generation of designers 
that shaped 90s fashion, e.g. Helmut Lang, Martin Margiela and Walter van Beirendonck, later 
followed by Raf Simons, Viktor & Rolf, Bless and Balenciaga.’ (CFA: Contemporary Fashion Archive). 
Although funded by institutional bodies, the CFA was motivated by artistic concerns in its aim to 
explore alternative models of practice through diverse outputs. Its funding body, Unit F büro für 
mode, was also involved in various publication and exhibition projects, such as the publication The All 
Season Fashion Paper. The CFA is a precedent for Mode and Mode as an alternative fashion archive, 
in its capacity for recirculation and revalorisation of the work of experimental and small scale fashion 
design practices.
In fashion, ‘new media’ (Rocamora, 2013, p.155) and social media platforms—including Blogspot, 
Tumblr and Instagram—offer another way of recirculating and curating historical material in 
experimental ways. These projects utilise the possibilities of technology, such as fluid and dynamic 
organisational systems, to make archiving an ongoing activity, in contrast to the stable, restricted-
access institutional archive. I discuss some of these projects, and the ways in which they constitute new 
archival practices, in chapter 4, through the first issue of Mode and Mode with Shahan Assadourian, 
founder of the web platform Archivings.
There has also been, in recent years, an increasing presence of in-house archives for luxury and fashion 
design companies, arguably used for marketing and branding strategy aims. Many companies, from 
luxury fashion brands to medium scale practices, possess an in-house archive, organising and storing 
past work in a quasi-institutional format. This has a particularly important memory-function for the 
luxury fashion houses that reach back into the early twentieth century, such as Balenciaga, Yves Saint 
Laurent, Gucci, Louis Vuitton and Hermès (Sherman, 2013; Fury, 2017). Many luxury companies now 
have dedicated museums to store and display their archives, such as the Dior Archive (Ahmed, 2017). 
Further, as journalist Lou Stoppard notes: 
Brands are pouring resources into building museums in which to house their collections, 
while canny young designers are buying back garments from clients, or bidding against 
collectors and museums to retrieve rare vintage pieces with which to build their own. 
(Stoppard, 2016)
These archives function as brand building exercises and to assert the heritage of a luxury brand, as 
well as providing a reference point for the design team. While such projects represent alternative 
fashion archives in terms of being produced outside the museological frame, they are traditional and 
not experimental.
An effort to experiment in this context is represented by curator Matthew Linde’s 2017 exhibition 
‘The Overworked Body: An Anthology of 2000s Dress’. The exhibition questioned the orthodoxies of 
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how fashion is historicised and archived through a highly subjective, performative and experimental 
curatorial approach. The project focused on the recent history of early 2000s fashion as a transitional 
period ‘in an effort to obstruct our tendency to assign a specific style to a decade’ (Mathew Gallery, 
2017), in ‘an aptly schizophrenic take’ (Serva, 2017, p.216). This was constructed in a gallery space 
through runway footage, designer publications and garments themselves, overlaid with experimental 
performances that re-enacted and interpreted aspects of the work. 
The serial publication project Monument86 constitutes a fashion archive that more closely aligns with 
the practice objectives and experimental approach of Mode and Mode. Monument explores the recent 
history of Dutch fashion from the turn of the millennium by dedicating each issue to a single designer. 
Their first issue, which represented work from the archive of the Dutch designers Rozema/Teunissen, 
states that Monument aims to ‘bring these items back to the surface.’ (Monument, 2019) The 
publication features original images of the work, an interview with the designers, written contributions 
and a fashion shoot restaging and recontextualising the original work. The issues of Monument form 
a new, editorialised archive of the work that collectively, as with a serial project like Mode and Mode, 
aim to form an experimental archive on Dutch design from a pivotal period.
Another relevant experimental archive of printed matter in fashion is an ongoing archive of fashion 
magazine photography started by scholar and photographer Joke Robaard, documented in the 
publications Joke Robaard: Folders, Suits, Pockets, Files, Stocks (Robaard, 2003) and Archive Species: 
Bodies, Habits, Practices (Robaard, 2019). Since 1979, Robaard has amassed a vast collection of 
fashion images from magazines and printed matter in a physical experimental archive. Archive Species 
arranges this material into ‘dynamic series or cycles, generating new narratives and unexpected 
pathways of signification.’ (Robaard, 2019, p.6) Robaard’s archive of images suggests the ways in 
which an archive may be productive as it curates material into new arrangements, and thus new 
understandings, of the printed representation of fashion and the changing nature of the fashion image 
over the years. This reflects a reorganisation of the past (fashion media) ‘made use of in the present’ 
(McDowell, 2016, p.298). This is a concept that Miessen discusses, proposing an archive that functions 
not as something static, a container of knowledge so to speak, but a set of materials that 
would talk to one another and could constantly be reanimated and put into parallel 
conversations in order to produce new meaning and relationships.’ (Chateigné & Miessen, 
2016, p.11)
c) Interview as editorial archival method
In an editorial context, the interview is an archival method to record firsthand insight. For Mode and 
Mode, the interview is a key component of each issue as it offers an archival method, in particular, 
of the rationales, processes and considerations of publishing. The interview is approached without 
a formula or house style. Its aim is to engender and relay discursive insights on publishing practice 
within the overall objective of forming an experimental archive of fashion publishing. 
86  Monument magazine is an Amsterdam-based publication launched in 2018 by Mary-Lou Berkulin as ‘A paper 
Monument for Dutch Fashion Design around the turn of the century.’ See: http://monumentmagazine.nl/.
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For Mode and Mode, the interview is the starting point of each issue. They vary in length, style and 
representation in the layout—but all value practitioner insight from the subject of the issue. As well 
as capturing this insight, the interview is creative and experimental material within the issue. For 
example, in issue three, Shapiro’s responses in the email interview exchange unexpectedly covered 
a range of thematic and philosophical territories, which led to the decision to publish the interview 
as a transcript intact—with minimal editing and in the original email time-stamps, font changes and 
grammatical errors, directly laid out as it had appeared in my email inbox. This issue reflects the dual 
use of the interview as both an intact archive of the practitioner and as creative material. In the first 
issue on Assadourian, the interview was handled quite differently, as it was instead edited into a 
monologue format. Each issue of Mode and Mode begins with an exchange which, like the changing 
formats of the issues, varies in the form that it takes on the page, depending on the transcript and the 
ideas that it uncovers.
Interviews are important records of practice in archival projects. The 2010 exhibition and publication 
Clip/Stamp/fold: The Radical Architecture of Little Magazines 196X to 197X (first shown in 2007), 
organised by historian Beatriz Colomina, functioned as an exhibition archive for the radical publishing 
practices that it featured. Significantly, as well as the archived artefacts of printed matter, the project 
incorporated ‘oral history in the form of numerous interviews conducted all over the world with the 
editors, architects, and theorists who produced the magazines.’ (Colomina, Buckley & Grau, 2010, 
p.16) In this project, the use of interviews highlights their function towards understanding the context 
and practice of publishing as a social and cultural activity, not just a static artefact—a position that 
Mode and Mode shares. Curator Hans Ulrich Obrist has also produced, in his ongoing interview 
project, a prolific archive of interviews, forming several publications. The project began in 1994 and, 
by 2011, consisted of ‘approximately 2,000 hours of MiniDV video recordings’ of ‘dialogues with 
artists, scientists, and architects’ (Miessen & Obrist, 2011, p.40) in an effort to ‘protect them from being 
forgotten.’ (Miessen & Obrist, 2011, p.40) 
Other publications have used the interview form as central to their serial projects in creative ways 
that form an archive of practice. While many magazines use interviews to bolster (or verify) other 
written formats, mono.kultur87 is a publication that has forged its identity through a singular use 
of the interview format. Each issue is oriented entirely around firsthand narratives with creative 
practitioners, featuring a long-form interview with their subject along with imagery of their work. 
Collectively, the issues of mono.kultur form a selective archive of interviews from practitioners. The 
series Drawing Room Confessions88 is another publication that centres on an interview, but in a more 
experimental mode. Its title is a reference to the nineteenth-century questionnaire game of the same 
name, forming an approach whereby Drawing Room Confessions interviews creative practitioners 
who are ‘invited to play the game of conversation with a group of interlocutors drawn from a wide 
range of fields.’ (Drawing Room Confessions). This playful variation on the interview format reflects 
an experimental approach to developing an interview exchange through fiction. By comparison, Mode 
and Mode is quite different in its approach in that the focus of the interview is limited to a discussion 
of the subject’s own publishing practice and their relationship to printed matter. However, the project 
is similarly framed around firsthand discussions with practitioners.
87  Mono.kultur is a Berlin-based, self-published serial interview project founded by Kai van Rabenau in 2005.
88  Drawing Room Confessions is a journal founded in London in 2011, conceived by 
Manuela Ribadeneira and Vincent Honoré with designer Benjamin Reichen.
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For Mode and Mode, the interview is an archival method and, like these projects, a means to record 
the history of a production from the perspective of its practitioner. The interview is the starting 
point in capturing how to ‘publish fashion’—in a particular mode, at a particular moment, through 
practitioner insight. 
d) Facsimile as archival method
The use of facsimile reprints within several issues of Mode and Mode is another key archival method 
within the project. It relates to the aim of the project to recirculate important historical material and 
shares the objective of republishing as Virginie Bobin and Mathilde Villeneuve define it: ‘to work 
against the invisibility of objects and information by extracting them from the fabric of the real or of 
history in order to summon them, show them again, and open up the field of their potential readings.’ 
(Bobin & Villeneuve, 2016, p.16)
Publisher 3-Ply’s ‘Re-print’ project uses the facsimile within an archival project. The curated 
publication series aims to republish and recirculate out-of-print artist publications in the 
contemporary context of art practice. The series ‘exploits the character of the reprints to insert 
interventions in public archives: introducing material that was never legally deposited, or reinserting 
previously archived publications in the form of mediated replications, thereby indexing the originals.’ 
(3-ply). The black and white reprints in the series—otherwise reproduced as close to the original as 
possible—constitute a revisionist effort to rescue them from historical obscurity and re-establish their 
significance to art practice. Roland Früh and François Rappo’s reprint of the seminal Swiss typography 
publication Typografische Monatsblätter (Früh, Paradis & Rappo, 2013) is another example. This 
project used the reprint as an educational resource and reference for creative practice, and to 
recirculate and make new use of an historical publication in the context of contemporary typography 
and graphic design practice and discourse.
The use of facsimile has a particularly pivotal role in the third, fourth and fifth issues of Mode and 
Mode. In the fifth issue, which looked at the work of Hessel, we reprinted a number of her handwritten 
letters. These documents, in the context of Mode and Mode, stood in for an interview and functioned 
as first-hand insight into her experience as a fashion journalist as well as her personal life. The third 
issue with Shapiro included a printed version of the designer’s lookbooks, otherwise only available 
as a PDF. This ‘making public again’ (Bobin & Villeneuve, 2016, p.13) within Mode and Mode was an 
act of relaying new meaning and circulation to Shapiro’s project, creating an original permutation of 
the original to share with readers. The facsimiles of certain practices are re-contextualised in a new 
editorial context, and thus materialise Mode and Mode’s aim to share marginal material that has been 
historically or discursively overlooked. 
3.6 Emerging conclusions
Mode and Mode is a creative investigation into publishing at the margins of fashion, through a 
creative practice of publishing at the margins of fashion. Through a cumulative, experimental editorial 
methodology, Mode and Mode forms an experimental archive of fashion publishing practices in an 
attempt to rebalance aspects of fashion publishing and its discourse. This reflects the conceptual 
mission of Mode and Mode by levelling marginal fashion practices and narratives with dominant 
narratives in contemporary fashion discourse. 
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The positioning of the project in the margins of fashion is further reinforced by the experimental 
editorial approach of the project. Mode and Mode operates with an open aesthetic framework—i.e. 
there is no consistent printed format from issue to issue. The publication is thus necessarily reflexive 
in order to resolve conceptual and creative decision-making through trial, generating reflection via 
research into publishing and through publishing activity. Through this serial framework an aesthetic 
naturally evolves, as do various editorial methods. Accordingly, Mode and Mode has adopted 
various aesthetic and conceptual aspects of the featured practices, presenting a kind of mirroring, 
shape-shifting aesthetic that has become the nature of the project. This has formed the conceptual 
identity of Mode and Mode—an orbit of incidentally repeated gestures and aesthetic concerns—and 
shows how the project contrasts with conventional approaches of fashion publishing (for example, a 
consistent graphic identity). Thus, I argue that in their marginality, Mode and Mode and each featured 
editorial practice, work autonomously from conventional fashion media practices and this enables 
experimentation with of the conventions of fashion media. 
Mode and Mode is a serial enquiry that embodies a strategy of experimental publishing practice in 
order to understand the value of publishing fashion in the margins and, in doing so, speculate on new 
modes of practice. These findings—through the practice investigation, on what it means to work in the 
margins, and how others work at the margins—are outlined in greater detail via an examination of 
each issue in the following chapters.
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4. Mode and Mode one ‘front, back and side’ with Shahan Assadourian of Archivings
Figure 4.1: Cover of Mode and Mode one, ‘front, back and side’ with Shahan Assadourian, and featuring an image 
originally published on the Tumblr website, Archivings.net.
4.0 Introduction
The first iteration of Mode and Mode (and this chapter) engaged with the publishing project 
Archivings to explore the value of a subjective archive in the context of the cultures of contemporary 
fashion media. In an age of networked technology, archival practices in fashion help understand 
fashion not only through the contemporaneous production of fashion, but also through its history as 
documented in ephemeral media. 
Since fashion designers and journalists began to engage with online media, the transmission of fashion 
and fashion images has become more immediate: seasonal content is produced and circulated across 
many digital media platforms and by major global websites (such as Vogue.com). The increasingly 
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quick nature of the industry places priority on the contemporary moment in the forward-looking 
or anticipatory production of fashion presents (or in speculative cases, fashion futures). I argue that 
archives of historical fashion material thus offer an opportunity to experience fashion in the context 
of its past, reversing or at least putting some small pressure on the rush of fashion time. It is also 
important that independent archives are able to offer subjective, experimental and artistic experiences 
in contrast to the archival and classification methods of museological institutions. Archiving activity 
that occurs outside of institutional formats can also articulate cultural value and imagine fashion 
history in new constellations and orders.
This first issue of Mode and Mode addressed this context (outlined in further detail in section 2.6 
of the contextual review) and examined the publishing project and Tumblr website Archivings, 
founded by Shahan Assadourian in 2013 under the URL archivings.net. This chapter analyses this 
project, through its role as the editorial subject in the practice context of the first issue of Mode 
and Mode. This draws on the methodological approach (discussed in section 1.4) whereby Mode 
and Mode generates new understandings on what it means to publish fashion through publishing 
fashion. Reflecting on Assadourian’s project through the practice context of Mode and Mode led 
to the framing of this project as an experimental fashion archive. These learnings form the analysis 
of Assadourian’s project in this chapter, and reciprocally inform the practice of Mode and Mode 
(outlined in the final section of the chapter, 4.4), namely, how it might similarly function as an 
experimental archive in the form of a serial publication. The fact that Mode and Mode studies a 
single subject per issue—Archivings here—is central to this discussion, as it elucidates the value of 
experimental archival practice in the context of fashion publishing. Further, and in the practice context 
of Mode and Mode, it elucidates how the representation of one archival publishing practice, through 
another archival publishing practice, can produce what I term a mirroring editorial tactic.
Though the Archivings’s mission is small, this chapter seeks to understand how such a marginal 
practice can produce new understandings on the temporal and cultural conditions of fashion 
publishing in contemporary fashion through forming an alternative archive. This chapter discusses 
the site within the framework of an alternative and experimental archival fashion project at the 
margins of the seasonal industry. Archivings houses a vast archive of fashion images hand-scanned 
by Assadourian from trade, editorial and trend-forecasting magazines—most of which are from 
the pre-digital era decades of 1980s and 1990s. In archiving these ephemeral artefacts, the project 
provides renewed circulation of work by designers, otherwise unavailable in digital format, in the 
content flow of the Tumblr format. For Archivings, Tumblr offers an alternative archival platform to 
share niche, rare or forgotten visual material in fashion through the subjective collecting behaviour of 
Assadourian. 
This chapter outlines how Archivings reverses the traditional flow of time in relation to fashion, in 
particular in contrast to the increasing monolithic contemporary of digital distribution of seasonal 
collection images (these conditions are outlined in section 2.6 of the contextual review). Then, this 
chapter discusses how ‘new media’ platforms (Rocamora, 2013, p.155), such as Tumblr, harbour niche 
fashion communities at the margins of the fashion industry and offer the technological means for 
alternative archival practices,89 in contrast to institutional archives. I argue for the value of small 
practices such as Archivings as contributing to a more diverse (digital and hardcopy) media landscape, 
89  In this discussion I refer to ‘archiving’ as ‘an action that attempts to counter transience’ (Rhee, 2016, p.619).
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as well as offering a re-imaging of fashion’s recent history and contributing more opportunities, and 
more artistically-motivated opportunities, to experience fashion’s past. 
4.1 Alternative archival practice 
I see Archivings as an experimental archive; the point of it is to file and publish these things, 
to make them available on a public platform. It is really important for me to expand what is 
available, online at least, and to add to that context. I didn’t have much access to a good library 
of fashion material and references when I was growing up, or even when I was in college, so it 
was something that I just made up. I created a library for myself, and it was using tools like eBay 
and yahoo.jp, or diving deep into a weird corner of a bookstore, that gave me a context. 
—Shahan Assadourian (MM1, p.16).
The task of articulating cultural value is now urgent in both the museum and the academy, where 
a tsunami of fiscal imperatives threatens to deluge all that is complicated, creative, vulnerable, 
intelligent, adventurous, and critical in the public sphere. Significantly, it is a question of temporality 
around which this struggle now takes place: authentic culture operates within a slower time frame 
than the accelerated abstractions of finance capital and the annual cycles of accounting. 
—Claire Bishop, Radical museology, or, what’s ‘contemporary’ in museums 
of contemporary art? (Bishop & Perjovschi, 2013, p.62)
I argue that non-institutional practices can, and should, also articulate cultural value. By digitally 
archiving ephemeral media, Archivings offers a model for an independent archival method and, as 
such, a remaking of time-based aspects of fashion. Beau Rhee offers a definition of archiving as the 
‘attempt to stabilize or materialize bygone events or knowledge with various types of recording 
technology that helps one to remember.’ (Rhee, 2016, p.619) Archivings is a platform that seeks 
to materialise the events and/or knowledge produced in the work of bygone fashion designers by 
republishing the runway collections of out-of-date print fashion magazines. In doing so, the project 
becomes a publishing activity that produces cultural value through revealing—i.e. by recirculating lost 
or unavailable material to new audiences. Assadourian’s mission is to capture and share this imagery 
with his Tumblr community and audience as an archival project: ‘It is really important for me to 
expand what is available, online at least, and to add to that context.’ (MM1, p.16). As such, Archivings 
shares the mission of institutional archives, in the upheaval and rediscovery of fashion forms, but not 
necessarily the procedures, since Assadourian’s process is to collect and scan each of the magazines by 
hand (at his local municipal library). The project does not follow the conventions of an institutional 
archive or public collection but is, rather, subject to experimental, curatorial and subjective processes 
as a singular, creative project.
In the context of the digitalisation of fashion media, as discussed in the previous section, cultural 
institutions (including those collecting fashion) face issues relating to the acquisition and curation of, 
and engagement with, their collections. In the last five years larger institutions have responded and 
evolved with the increased availability of digital technology. Major institutions such as the Museum 
of Old and New Art (MONA) in Hobart, the Cooper Hewitt Smithsonian Design Museum in New 
York and the Rijksmuseum in Amsterdam have emerged as leaders in this space. These institutions 
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have prioritised digital technology to turn their collection archives into an experience through the 
digitisation of their collections, and the corresponding apps developed to engender encounters with 
the collections in and out of the gallery space. Google Arts & Culture, which launched in 2011, is 
another major digital archival project launched by the multinational technology company Google, 
aggregating the collections from art and cultural institutions around the world, including many 
fashion collections such as the Victoria and Albert Museum in London. Fashion institutions—such as 
MoMu, Antwerp’s dedicated fashion and costume museum and collection—have also adapted and 
evolved, as director Kaat Debo notes, to ‘realign budgets and team, with new roles, linked to the new 
technologies and increased audience participation’ (Debo, 2017, p.75). Institutions have embraced 
digital technology (and digitisation) as a way to increase access to their collection archives to build 
new audiences, both local and international (McDowell, 2015).
These shifts towards digitalisation have occurred alongside cultural institutions becoming increasingly 
global corporations. More and more, institutions are oriented towards loan-based temporary 
exhibitions, often working with for-profit entities to realise their exhibitions. These, Claire Bishop 
argues, resonate only in and about the contemporary moment and thus inhibits a more fruitful 
engagement with their permanent collection (Bishop & Perjovschi, 2013). In her text Radical 
Museology or, What’s ‘Contemporary’ in Museums of Contemporary Art?, Bishop argues for more 
‘complicated, creative, vulnerable, intelligent, adventurous, and critical’ (Bishop & Perjovschi, 
2013, p.62) approaches within major gallery and museum collecting and programming, whose 
role, she argues, has been limited by shifts towards philanthropy and corporate sponsorship. Her 
thesis is that there has been a shift from collecting and displaying permanent collections toward 
temporary exhibitions (often in the interests of corporate sponsors), a shift that abdicates the cultural 
responsibility to both the past and future previously ascribed to museum institutions. This presents 
another issue in the context of contemporary museological practice that creates a need for the 
experimental, subjective, archival alternatives that Bishop calls for.
Discourse on the role of the archive in creative and cultural practices has gained momentum in 
parallel with technological shifts in relation to the digital era. Publications such as The Archive as a 
Productive Space of Conflict (Miessen & Chateigné, 2016) as well as Charles Merewether’s earlier 
edited volume, The Archive (Merewether, 2006), address the ways in which both institutions and 
individuals are approaching and restructuring archival practices. These texts from art and related 
cultural fields explore the changing methodologies and understandings of the role and potential of 
archives in a contemporary era. Given this, there is capacity for alternative archival projects like 
Archivings to represent the work of culturally and temporally peripheral practices, less known in 
the context of fashion narratives produced by major fashion institutions and their archival practices. 
Encouraging these supplementary approaches has the potential to historicise fashion in new ways and 
allow for diverse access points into fashion past and present. 
[…] the material archive is increasingly merging with the virtual, digital archive, which 
has a non-linear logic and is capable of astonishing expansion and proliferation.
—Jorinde Seijdel, in Joke Robaard: Folders, Suits, Pockets, Files, Stocks (Seijdel, 2003, p.10)
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Archivings as an alternative fashion archive
[…] scanning these publications is about taking content attached with exclusivity and making 
it public. I think that’s important for our generation, to take it out of this context.
—Shahan Assadourian (MM1, p.21).
I argue that, in response and partly in resistance to, the condition of contemporary fashion media 
and digital technology, experimental archival practices can offer new positions on the distribution 
of fashion and offer new articulations of cultural value through resurfacing its recent history as 
documented in ephemeral media. Archivings utilises the opportunities of the new media platforms 
Tumblr to amass and house such an experimental archive. 
The Contemporary Fashion Archive (CFA), discussed in the prior chapter, represents an antecedent 
to Archivings in this sense as embodying an alternative, quasi-institutional approach to sharing 
historical and contemporary fashion practices. Assadourian is archiving fashion in a subjective, ad-hoc 
process which embodies a non-institutional archival methodology and operates at the margins of 
fashion. Since 2013, Archivings has amassed its thousands of images in a mission to record and relay 
pre-internet material from collection magazines that would otherwise be accessible only in physical 
form. It collects material from past fashion (largely pre-2000) magazines that would otherwise be 
readily marginalised by history as a result of the ephemerality of their medium. The website’s focus on 
the work of fashion designers whose presence on the internet is limited thus brings renewed attention 
to practices threatened in the digital era.
More than just renewed attention, Archivings demonstrates that this spotlight can also have a utility 
for contemporary practice. Assadourian explains that ‘it’s about sourcing images from particular 
collections that aren’t available to us as a collective internet species’ (MM2, p.9) to share with a 
broader digital community. For instance, the site contains a number of images by the Japanese design 
studio 20471120, founded by Masahiro Nakagawa (1999–2004), a small-scale, experimental fashion 
company which represents a typical example of a practice that has been marginalised by changing 
fashion media and historicisation, with limited visibility in contemporary fashion. The site’s archive of 
fashion’s ‘recent past’ repurposes the printed ephemeral fashion image as a new kind of visual archival 
material that has renewed usage for fashion audiences such as students and industry. 
This experimental—and imperfect, in terms of museology—archival project transfers visual material 
from a high fashion context to share with a Tumblr following and community; perfection is exchanged 
for ready circulation. Emerging within the post-2000 social turn in digital media, websites such as 
Blogspot and Tumblr offer new affordances for non-professional, non-institutional and marginal 
projects to share fashion-related content and experiences. These multimedia blogging platforms are 
regularly updated websites that show a chronological, scrapbook-style flow of images, audio-visual 
material and (usually brief and informal) text commentary, producing an articulation of the user’s 
particular taste in fashion. Research on the recent history of this genre of digital media has highlighted 
the way in which these new media platforms have been shaped by, and have shaped, contemporary 
fashion cultures and industry (Rocamora, 2013; Engholm & Hansen-Hansen, 2014; Findlay, 2017). 
Rosie Findlay’s study of ‘style blogs’, a subgenre of blogging that came to prominence between 2004 
and 2006, explores the evolution of fashion bloggers within a shifting media landscape, emerging from 
‘the fringes of the fashion media to literally being invited into the industry’ (Findlay, 2015, p.158). 
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Ida Engholm and Erik Hansen-Hansen’s typology of fashion bloggers (Engholm & Hansen-Hansen, 
2014) also focuses on blogging in regard to the formation of personal style and identity, as well as 
the commercialisation of these practices in the context of the fashion industry and system. However, 
there is limited research on how platforms such as Tumblr support the experimental or alternative 
production of fashion archives and sustain marginal practices. 
Tumblr (alongside—and, to a degree, after—Blogspot) has become particularly popular for fashion 
aficionados and enthusiasts sharing knowledge of and access to rare fashion collections or designers. 
Early works produced by avant-garde and experimental designers, such as Martin Margiela, Comme 
des Garçons and Helmut Lang, have a cultural cache and symbolic value which has made their pieces 
increasingly collectible and lucrative. Sites such as La Collectioneuse (lacollectionneuse.tumblr.com), 
cotonblanc.tumblr.com and vroomheid.tumblr.com, among others, reflect niche fashion interests 
shared in a community that regularly exchange information on the early collections of these designers, 
particularly by trading key pieces from their oeuvre. Archivings could be considered in the context 
of these practices and reflects how Tumblr is being used as a technological tool for digital fashion 
communities, marginal to the contemporary industry. 
Archivings amasses a vast amount of fashion imagery through scanning images from fashion 
magazines and designers from the 1980s and 2000s. This ad hoc process generates an imperfect and 
subjective lo-fi image collection that reflects his subjective selection of designers. Assadourian’s 
experimental and artistic methods are also reflected in a tendency toward the unconventional work 
of experimental designers, and a selection process that seeks out unconventional, at times abstracted, 
fashion images. The materiality of the scan, translated to a digital image, produces a further layer on 
the designer’s work. The images on the site appear grainy and saturated in colour, in contrast to the 
visual clarity and resolution of the conventions of digital fashion images. The images thus immediately 
appear as historical, not contemporary, and do not share the aesthetics of dominant media practices.
In Archivings, Assadourian is responding to the conditions of technological shifts in documenting 
images from fashion magazines largely from the pre-digital period (roughly pre-2000) in an effort 
to recirculate these analogue images. Fashion magazines of interest to Assadourian’s project are 
from a print era where trade and trend magazines had a more vital role in the fashion industry. 
Whereas mainstream publications like Vogue seek to increase access to the latest mainstream fashion, 
Archivings seeks increased access to past marginal fashion. In sourcing, scanning and republishing 
fashion images from this context, Assadourian recirculates historical content on a new platform 
and makes it available for the public to browse and download images. Not only does this enable 
renewed access to this material, it also enables understandings—through artistic and experimental 
constellations—of the work of fashion designers outside of the contemporaneous production of 
fashion.
4.2 Archivings as remaking fashion time through an experimental archive
Another way to preserve a garment is through its print incarnation, and I like 
magazines for this reason. They have a discrete output: it’s one month of one year 
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that it gets published, and after that, it’s done. It’s a quality that makes fashion 
magazines so much more culturally finite than a book, or a novel, for example.
—Shahan Assadourian (MM1, p.21).
Fashion, the empire of the ephemeral, is the very antithesis of the profundity and 
serene beauty of ideas. The time of fashion is not eternity, but the moment. 
—Barbara Vinken (Vinken, 2005, p.42)
Rocamora notes two actions of time in fashion, whereby time ‘is both produced by fashion as well as 
productive of fashion’ (Rocamora, 2014). The latter, this study takes as the function of chronological 
time in the production of fashion, and the former as the more complex, generated by seasonal systems 
of fashion which have been formative in the characterisation of fashion as a changeable, ephemeral 
phenomenon. Archivings concerns the recent, but unavailable, past of fashion and what becomes 
out-dated in the production of new collections in the momentum of seasonal fashion cycles. Making 
this material available in the public domain, making known what time has made unknown, reflects an 
alternative archival project and a subjective reimagining of fashion history. 
I describe Archivings as an experimental archival publishing project as it is produced single-handedly 
by Assadourian and reflects his own artistic aims and subjectivity; and yet, is also inscribed with 
the memory-function of an archive. The project could also be described as marginal as it is not 
commercially lucrative: Assadourian does not benefit from financial profits from Archivings, and 
it is not directly participating with contemporary, seasonal fashion. Assadourian readily identifies 
as a fashion outsider, and he expressed in the interview for Mode and Mode that his intentions for 
Archivings are educational, aiming to share the material from out-of-date fashion magazines and 
‘expand what is available’ (MM1, p.16) within a new context and constellation.
As discussed in section 2.6 of the contextual review, in the digital age the relationship between 
fashion and time has reformed—a result of increased ‘fast fashion’, digital technology and the 
emergence of new media platforms—causing an acceleration of fashion time, and paradigm of ‘time 
of interconnected points’ in the blogosphere (Rocamora, 2014). Though a more detailed survey on 
new paradigms of time in relation to fashion and digital media is outside the scope of this chapter, the 
operations of the fashion image within seasonal time are significant to the context of Archivings. 
Given the way in which fashion operates on a seasonal basis, and the production of ‘fashion time’, 
archives are crucial as they allow contemporaneous narratives in fashion (constructed by dominant 
seasonal media platforms) to be challenged. Without archives, we would be unable to reflect on the 
past, and to understand current and future practices in fashion in relation to the past. In Archivings, 
fashion images are remade from their original hardcopy to digital material, levelling historical content 
with the seasonal production of fashion content. By scanning fashion imagery from out-dated print 
magazines to a freely-accessible digital platform, Archivings allows for these materials to be available 
out of their seasonal context, thus remaking their temporality. 
I argue that the project reflects a repurposing of the seasonal fashion magazine and its temporality on 
a digital platform. In recirculating the fashion image, the site is remaking symbolic time as generated 
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through seasonal production of fashion media. This operates as a counter to conventions and 
mainstream of fashion media, rearranging the past in order that it can be re-examined in the future.
4.3 Mode and Mode as materialising an experimental archive, in an experimental publication
The first issue of Mode and Mode examined Archivings as an experimental archival 
practice. This was a self-conscious choice, as it constituted the first issue of what 
can be thought of as a publication-based experimental archive practice itself. The 
aim of the issue was to materialise this experimental archive within an experimental 
publication, and to elucidate the potential value of this practice as alternative temporal 
experience—enquiring, in the experiment, as to ways to see the past through a subjective 
constellation of fashion images.
The frame that I pose for Archivings in the sections above is that it is an experimental 
archive in the context of the mediatisation of contemporary fashion on digital platforms 
and its effect on our experience of fashion. This informed the choice of this editorial 
practice for the issue as a productive starting point for the iterative and mirroring 
publication model of Mode and Mode. I chose to work with Archivings as it mirrors 
a similar function to Mode and Mode—to relay, interpret and valorise past fashion 
projects, especially niche and counter-conventional practices. Assadourian’s editorial 
archive is a clear antecedent to the experimental archive of Mode and Mode, and 
engaging with it directly helped form of Mode and Mode’s conventions and unconventions 
(i.e. the ways it seeks to unknit conventions of fashion publishing), which I turn to 
below.
The interview with Assadourian was the first step in the process of putting the issue 
together, and this became the starting point for the conceptualisation of the form 
and format (and, as described in the following chapters, became a key structural 
condition of practising Mode and Mode). The interview, completed in mid-2016, 
framed its questions towards Assadourian as an ‘experimental archivist’. It inquired 
into how Archivings is involved in the creation and relay of historical fashion imagery 
on the internet, namely within a discursive tradition around the idea that the ongoing 
presence of archives can challenge dominant conventions in fashion, often expressed 
in narratives. Archivings reflects an experimental archival practice that remakes fashion 
time. 
I frame the experimental cause of this first issue as being an enquiry into how Archivings 
might be materialised in Mode and Mode through a particular, and subjective, reading 
of the platform—i.e. describing it as an experimental archive. Mode and Mode explored 
how production elements, such as the layout and form of the issue, support, account 
for and complicate this reading.
In response, I formed the idea to invoke the material metaphor of the collections 
magazines—the prior form of the images on Archivings—through the layout and 
printing methods in the context of Mode and Mode. The issue would look and feel 
like an experimental descendent of both collections magazines and Archivings itself. 
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Tracing, in a sense, the material history of fashion images (through the construction of 
the publication format) would entail a creative exploration of what I term the lifespan of 
the fashion image. In this approach, the issue aimed to elucidate and rework Archivings 
in relation to the bygone media conventions of collections magazines.
With this in mind, the decision to illustrate the issue with images from Archivings 
formed a graphic layout that poetically abstracted visual elements of collections 
magazines. Issue 1 is a small, A6-size booklet on coated, glossy, thin magazine-style 
paper stock. The issue is illustrated (both on the cover and internally) with runway 
images of the spring/summer 2000 collection by Japanese designer Oh!Ya? (a label 
founded by Hiroaki Ohya), restored first by Archivings to digital and then to print 
media by Mode and Mode. The cover of the issue is wrapped by a backstage image of 
two young models poring over a fashion magazine, backstage images from the same 
Oh!Ya? catwalk show. The issue becomes represented as an image, but a backstage 
image that would conventionally appear in the back pages of a collections magazine 
(and one that indeed has a lifespan as being previously printed and scanned, and now 
printed again). The interview text, edited into a fragmented monologue, is interspersed 
between the images, a reference to the way in which images might be captioned in 
the context of a magazine; in this experiment, the images are inscribed not with factual 
detail in the caption but with a discourse on their lifespan. This manoeuvre, in which 
a printed image became digitised (as a scan for Archivings) then printed once again, 
constitutes a conceptual reflex, which becomes possible through archival endeavours.
The images we featured in Mode and Mode represent several generations of a fashion 
image. Firstly, in their original context of collections magazines, the collections images 
function as an archive or documentation of the fashion collection. Second, in the 
context of Archivings, and through the experimental archiving of Assadourian, a new 
curation and constellation of images is selected and scanned, bringing the materiality 
of the scan to this digital platform. Then, finally, in Mode and Mode—an archive of 
experimental publishing practices—we account for Archivings by rearranging and 
relaying this material in a new formation that intersects with the forms of its original 
context (print magazines) and with Archivings. 
This produces the first instance of what I term a mirroring strategy in Mode and Mode—
that is, other publishing forms mirrored in the context of Mode and Mode—which 
continued to inform and shape future issues. (In this case, the mirror metaphor is 
directly invoked in the treatment of the cover, which slips over its internals with an 
image which is mirrored front and back, inside and outside.) The open format and 
aesthetic framework of Mode and Mode allows flexibility to adopt the visual and material 
aspects of the subject practice of each issue. Our issue on Archivings took on aspects 
of the practice in order to document and recirculate the project in this context. In 
particular, the objective of Mode and Mode, similarly to Archivings, is to counter the 
seasonal tendency of fashion media and enable new understandings through artistic 
and experimental constellations of the work of fashion practitioners by recirculating 
this historical content outside of the contemporaneous production of fashion. 
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While future issues would develop this model further (and possibly more successfully), 
engaging with the experimental aspects of Archivings from within Mode and Mode 
was key in shaping what is an intrinsically iterative practice (or ‘self-assembling 
archive’), embedding within it the concept of publishing as an experimental archive. 
Assadourian’s readiness, from the margins, to use experimental and artistic methods to 
form a subjective fashion archive influenced the aims and positions of Mode and Mode, 
and shaped the next iterations of the project.
4.4 Emerging conclusions
This chapter and its corresponding issue—the first iteration of Mode and Mode—considered the value 
of experimental archival approaches as counter-conventional in the context of the mediatisation of 
contemporary fashion on digital platforms. I argue that, in response to the conditions of seasonal 
presentation of fashion on major digital platforms (such as Vogue.com), archival practices such as 
Archivings can offer new positions on fashion time by resurfacing its recent history, documented in 
ephemeral media, in new constellations and orders. Thus, as a marginal publishing venture, the value of 
Archivings is its function as an experimental archive in republishing ephemeral material (the historical 
collections magazines) in this context.
The practice exploration—and a first endeavour of research into and through publishing—was realised 
within the experimental publishing enquiry of Mode and Mode. The issue aimed to show how an 
experimental archival practice could materialise in the context of an experimental publishing practice. 
This approach formed a material metaphor for the collections magazines—the prior form of the 
images on Archivings—through certain layout and printing methods. In taking Archivings.net as its 
first subject, this creative exploration of the lifespan of the fashion image traced the material history of 
the fashion images (through the construction of the publication format). Further, this issue produced 
the first instance of a ‘mirroring strategy’ whereby other publishing forms are mirrored in the context 
of Mode and Mode, a strategy that would continue to inform and shape future issues.
Thus, to the research enquiry into the value of marginal publishing practices, this chapter and 
inaugural issue of Mode and Mode show that experimental archival practices can help reorder the 
seasonal dynamics of fashion by reorganising the traditional flow of time, generated through the 
mediatisation of contemporary fashion, via experimental editorial practice. Further, they show 
how an experimental publication can produce a mirroring editorial strategy that can elucidate one 
experimental archival publishing practice through another archival publishing practice.
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5. Mode and Mode two ‘a publication in a publication’ with Bless (Ines Kaag and Desiree Heiss)
Figure 5.1: Cover of Mode and Mode two, featuring the Bless ‘lookbook collaboration project’ and an interview 
with Bless’s founding designers Ines Kaag and Desiree Heiss.
5.0 Introduction 
Through the lens of the second issue of Mode and Mode and its subject, the studio Bless (founded 
by fashion designers Ines Kaag and Desiree Heiss), this chapter examines how the conventions 
of lookbooks within fashion publishing can be reconfigured towards the upheaval of hierarchies 
between brand, industry, press and public. This is undertaken through an interrogation of Bless’s 
‘lookbook collaborations’, which I frame as a project as an innovative reforming of the dispersion and 
temporality of the conventions of the lookbook, transcending this form of fashion publishing through 
a tactical short-circuit around systems of commercial fashion.
In the fashion industry, the form of the lookbook is designated as a semi-public catalogue produced by 
fashion designers and brands for buyers and press as supporting material for a collection. Lookbooks, 
alongside other branding ephemera and merchandise, are a form of fashion designer publishing 
produced seasonally, and thus possess a temporality in relation to the serial production of fashion. 
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The ‘lookbook collaboration’ project undertaken by marginal fashion studio Bless90 uses a model of 
parasitic publishing and a tactical short-circuit to these conventions to find a new pathway through the 
press and marketing systems of the fashion industry. This reflects what Michel de Certeau describes 
as ‘tactics’ towards an opportunistic ‘making do’ by working within the limitations of what is available 
(de Certeau, 1984, p.30). 
Rather than following the procedure of distributing their lookbooks to the fashion industry, Bless 
instead publish their lookbooks within a selection of publications (generally independent press, and 
generally non-fashion-based publications). I argue that this tactical approach allows Bless, a fashion 
practice operating in the margins, to short-circuit fashion industry conventions (i.e. sending material 
to industry buyers and press), and to rearrange existing hierarchies between brand, industry, press and 
public. In doing so, Bless, as examined in the context of Mode and Mode and this chapter, highlight the 
innovation of marginal practice.
The production of the respective issue of Mode and Mode looked at the implications of this project 
in relation to the dispersion of lookbooks as seasonal documents and how, in the case of Bless, 
they might transcend these conventions through the methodology of tactical publishing. The issue 
sought to adapt this approach and test this argument in the form of a publication (Mode and Mode), 
asking whether the tactical, experimental form and layout of a publication might itself constitute a 
valorisation of Bless’s tactical fashion designer publishing. 
To foreground the editorial experiment of Mode and Mode’s second issue, this chapter first outlines 
Bless’s publishing approach in relation to conventions of fashion designer publishing. I then discuss 
the implications of this project in terms of Bless’s subversion of long-held processes of designer 
publishing and existing hierarchies for designers operating in the fashion industry. The final section of 
this chapter outlines the aim, methods and findings of this particular issue of Mode and Mode and how 
they produced insight into Bless’s project, and new understandings of fashion publishing generated 
from practices (both Bless and Mode and Mode) in the margins.
5.1 The ‘lookbook collaboration project’ as short-circuiting commercial networks of fashion
Bless’s ‘lookbook collaboration project’ presents a novel approach to in-house fashion designer 
publishing in that it forms a new pathway around the conventions of distribution in fashion. Through 
a method of parasitic publishing, Bless reconfigure commercial fashion networks. This section outlines 
Bless’s approach in relation to existing press systems and conventions in fashion.
Bless91 are a studio practice formed by designers Ines Kaag and Desiree Heiss. Since its founding in 
1995, Bless have maintained a marginal or ‘nonconformist’ (Ryan, 2012, p.33) status in fashion, partly 
90  Bless are an independent studio that defers from aspects of the fashion industry. Their collections are 
generally (though not always) aseasonal and are unconventional in format, for example, they often feature 
in art contexts through gallery invitations. In fashion and art press, Bless are often described as being 
outside of fashion, labelled as ‘in-between’ (von Rabeneau, 2011, p.1) or ‘nonconformist’ (Ryan, 2012, 
p.33), having ‘consistently resisted conforming to conventional fashion formats’ (Borrelli-Persson, 2018). 
For	these	reasons,	I	define	Bless’s	marginal	positioning	in	relation	to	fashion	industry	practices.	
91  Bless’s website is http://bless-service.de/exhibitions,features,publications,titles/.
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a result of their tendency towards idiosyncratic working modes within and without conventional 
systems. The studio describes their collections as ‘presentations’, and their respective collection events 
take place in non-traditional settings including art museums, gardens, apartments and friend’s homes. 
These presentations and collections inconsistently correspond to the seasonal calendar of autumn/
winter and spring/summer otherwise followed by the major fashion weeks and fashion magazines. 
The studio’s designers have created their own formats and methods to present their work—a kind of 
vertically-experimental fashion studio. As author Zoe Ryan notes: ‘Bless’s unconventional approach 
is a tactical way to stand out and in turn generate engagement with their work in a way that is most 
suited to experiencing it.’ (Ryan, 2012, p.42)
In turn, Bless have established a distinctive aesthetic that overarches and unifies their live 
presentations, design approach and printed matter. They often work with extant ‘everyday’ forms to 
generate new fashion configurations. The ‘lookbook collaborations’, which are produced with long-
term collaborator, Berlin-based designer Manuel Raedar,92 are a key example of this approach. Here, 
I outline lookbook conventions in relation to the marketing and distribution of fashion from the 
perspective of the designer, and how Bless find a short-circuit through these industry systems from the 
margins.
a) The conventions of designer lookbook and press publishing
Discarded dance programmes and faded flowers, concert-programmes or dinner menus: they compose, 
there is no doubt, a literature all of their own, immortal with the immortality of a week or two.
—‘Paris Chronicle’, Madame Ix writing in the first issue of La Dernière Mode  (Furbank, 2004, p.32). 
As a mode of fashion designer publishing, lookbooks are a historical form that emerged in the early 
twentieth century and become linked to the fashion industry through their seasonal relationship 
with fashion journalism (Evans, 2013). Early forms of the lookbook and other related ephemera are 
thus symptomatic of fashion’s modernisation into a seasonal industry. The parallel modernisation of 
fashion presentations and seasonal media is outlined in section 2.1, and in 2.3 where I examine early 
lookbook forms (such as Poiret’s in-house album Les Robes de Paul Poiret Racontées par Paul Iribe) 
in this fashion industry in flux. 
Lookbooks are an aesthetic device which mediate the relationship between the designer and the 
fashion professionals they are reliant upon (industry press, buyers, etc.). Each season, high fashion 
designers and brands support their collections by producing invitations, lookbooks, press releases and 
other printed material and ephemera for media and marketing purposes. These materials, more than 
just a form of communication or publicity, often extend on the aesthetics and symbolism explored by 
the brand through collaborations with artists, photographers and graphic designers. Ryan outlines: 
Functioning like catalogues and illustrating, as their name suggests, every look or piece of 
clothing from the collections so that buyers may place orders, these staples of the fashion 
industry’s seasonal output are typically only produced for and seen by fashion insiders. (Ryan, 
2012, p.46, emphasis mine) 
92  Studio Manuel Raedar was founded in Berlin by graphic designer Manual Raeder. See: https://manuelraeder.com/. 
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While there are many variations to the form and materiality of lookbooks, they are predominantly 
a visual document that outlines the range—potentially with colour/fabric options and flat-lays 
or fashion shoots—alongside positioning text (such as a collection statement and other practical 
information). They aim to ‘explain’ the collection to potential press as well as buyers, while also 
prefiguring the context in which the work should be received. Hess and Pasztorek outline a definition 
for the lookbook as ‘a visual documentation of a single season,’ and, they continue, ‘[e]xclusively 
distributed to members of the fashion industry, lookbooks become a physical archive of the fashion 
label.’ (Hess & Pasztorek, 2010, p.145) Lookbooks, therefore, tend to be semi-public, often made only 
for the eyes of the industry. 
In particular, lookbooks mediate the relationship between fashion designer and the industry that 
they are dependent upon, and disperse the designers’ aesthetic. For the editors of fashion media 
and magazines, lookbooks provide the reference or ‘raw’ material to represent designer’s clothing 
accurately on the pages of the magazine. The publishing output of a brand reflects how they ultimately 
wish to be understood by their customer, but it has a selective audience; as curator Judith Clark posits, 
‘designers rely on these select few for the ultimate circulation of the collection’ (Clark, 2001, p.347). 
The lookbook’s commercial aim, then, is to impress (and impress an aesthetic upon) the magazine 
editor, who chooses if and how to represent the designer, potentially leading to exposure and success. 
Writing on these hierarchies, Yuniya Kawamura notes how fashion editors and buyers ‘both from 
stores and the wholesale trade frequently confer together, for one wants to tell her readers where the 
new fashions can be found, and the other knows that magazines mold public opinion and can help to 
sell their goods. This is collaboration between press and trade.’ (Kawamura, 2004, pp.73–88) 
Printed lookbooks continue to mediate these relationships, despite the impact of digital technology 
on fashion cultures. In an ironic competition of forms, the rise of digital dispersion has led to a 
rejuvenation of formal experimentation in printed lookbooks. Hess and Pasztorek note: 
Recent technology now facilitated almost immediate transfer of images directly from the 
catwalk to the internet. With this instant distribution in conjunction with digital archiving, 
the basic function of lookbooks has been challenged. Rather than marginalize the practice, it 
has generated ever more innovative creative responses that extend the catwalk experience. 
(Hess & Pasztorek, 2010, p.147)
The publication of lookbooks as a seasonal practice determines them as ephemeral. By convention, 
lookbooks are functional for a single season and are replaced with a new iteration the following 
season. This particular temporal character means that they have archival value. Pecorari argues that 
ephemeral, para-garment material is vital to fashion practice and therefore should be collected in 
museological archives of fashion. Pecorari describes this genre as ‘fashion ephemera’, highlighting how 
‘these media materials are not simply utilitarian materials but spaces for the affirmation of designers’ 
ideas—they are vehicles of ideas.’ (Pecorari, 2013, p.64) Printed matter is a conceptual, collaborative 
and affirmative medium for designers (particularly the avant-garde designers at the focus of Pecorari’s 
study) and thus has the potential to reconstruct a fashion designer’s vision (particularly in a museum 
context). This function of the lookbook has become a key motivation for the ModeMuseum (MoMu) 
in Antwerp. Kaat Debo, director of the museum, explains that MoMu ‘pays broad attention to and also 
collects the ephemera produced by contemporary designers, such as lookbooks/catalogues, invitations 
to runway shows, press releases, runway video recordings, etc.’ (Debo, 2017, p.75) She further notes 
how ‘such objects have an important part to play in the marketing and commercial strategies effected 
88
by fashion houses, but they are, at the same time, a carrier of the designer’s artistic DNA and form an 
integral component of their creative universe.’ (Debo, 2017, p.75) 
Despite the significance of these materials, both to industry practices and the archiving/exhibition of 
fashion, there is limited scholarship on lookbooks as a media form. Tangential discourse on fashion 
and graphics has unearthed the dynamic, subversive and playful ways in which cross-disciplinary 
practice between fashion designers and other fields plays out in the commercial realm of the page and 
other publishing mediums (Farrelly, 1995; Alison & Farrelly, 2002; Blanchard, 2004; Teunissen et al., 
2013). In her book Fashion and Graphics Tamsin Blanchard notes that ‘the graphic designer takes on 
a role as important, if not more important, than the fashion designers themselves.’ (Blanchard, 2013, 
p.50) 
The otherwise limited scholarship reinforces the importance of understanding Bless’s ‘lookbook 
collaborations’, an innovative exemplar of recent lookbook practice—produced by a marginal design 
studio of relatively small dispersion—as an alternative to commercial and conventional industry 
practices. I argue that Bless’s work, in carving an alternative pathway through the dependencies 
and means of the fashion industry, reveals how the margins can create the conditions for innovative 
practice in relation to commercial systems—insights we tested through the production of Mode and 
Mode. The next section outlines the resulting conceptual insights, followed by a discussion of how they 
were reflexively arrived at via the making of an issue of Mode and Mode.
b) Bless adapt lookbook conventions and reorder existing hierarchies in fashion 
[…] we’re taking the output of our presentation, which might have the form of photos, or illustrations, 
or text, and applying it to the publication. We don’t just create an artwork for the sake of it
—Ines Kaag (MM2, p.62).
Bless’s ‘lookbook collaboration project’ applies the technique of parasitic publishing to the 
conventions of fashion media systems described above. Since 2004, with their collection ‘N°23 The 
Bringer’ featured as a section in the Japanese fashion and culture magazine here and there, Bless 
have distributed many of their collections to buyers and press in an unconventional way. Rather than 
publishing their lookbooks as a stand-alone document, they partner with publications and magazines 
from a range of disciplines to produce its lookbooks as a ‘para-publication’. This methodology 
circulates Bless’s work within a growing list of titles from the fields of art, food, fashion, politics 
and culture (nearly all of which do not align with fashion’s seasons). Some of the collaborating 
publications include: here and there (Japan, 2004), ‘Sup magazine (USA, 2010), Liberation (Paris, 2015), 
monthly vampire magazine (Korea, 2007) apartamento (Spain, 2009) and Girls Like Us (Belgium, 
2010).93 Most of the publications that Bless work with are addressing subjects other than fashion. 
This therefore connects Bless’s work with readers outside of fashion-oriented magazines and press 
(albeit they are publications with significant cultural similarities to contemporary fashion practice). 
In introducing the Bless ‘lookbook collaboration’ within an issue of independent serial Mono.kultur 
(Germany, 2011), van Rabenau describes Bless’s approach as ‘hijacking’ selected publications in 
93  For a list of the lookbook collaborations until 2011 see: http://blessparis.com/BLESS_new/Specials/
Entries/2010/12/16_LookBooks_files/BLESS%20lookbookcollaborations%2023.08.2011.pdf.
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their network of independent magazines, small press and publishing from fashion and other fields 
of culture (van Rabenau, 2011, p.2). The lookbooks are formulated either as a) supplementary to or 
b) completely integrated into the ‘host’ magazine, although in both cases the lookbook content is 
developed autonomously from the magazine’s editorial content. In her interview for Mode and Mode, 
Kaag explains this process as ‘taking the output of our presentation, which might have the form of 
photos, or illustrations, or text, and applying it to the publication.’ (MM2, p.62, emphasis mine).
As a parasitic methodology, the ‘lookbook collaborations’ participate in a wider field of practices that 
explore methodologies of the parasite. Comme des Garçons,94 for example, employed the cultural 
cache of titles outside of fashion in their 2014 collaboration with the publication Raw Vision (an 
established journal on outsider art). For the collaboration, Raw Vision gave Comme des Garçons 
exclusive rights to use its archive. In response, the brand created a series of leaflets—or catalogues—
that were circulated with their industry connections and retail networks. In the reprint, Comme 
des Garçons applied their graphics to the pages of Raw Vision, as well as featuring installations 
and a graphic campaign dedicated to the publication in their retail spaces. While it constituted a 
similar graphic approach to Bless, the key difference in the collaboration of Comme des Garçons’s 
project was the fact that it was dispersed only within the brand’s in-house networks, not those of the 
publication collaborator.
Vogue Italia offers another case that explores the gestures of parasitic fashion publishing via their 
June 2003 edition, in which they collaborated with the artists’ publication Permanent Food. Retitling 
an edition of the monthly fashion glossy as Permanent Vogue, Vogue Italia editor Mariuccia Casadio 
invited Permanent Food95 publishers Paola Manfrini and Maurizio Cattelan to collaborate on a 
supplement reflecting on the last ten years of Vogue. For the issue, Manfrini and Cattelan applied their 
process of collaging found images in absurd configurations to the pages of Vogue. I would suggest that 
Permanent Vogue reflected an inverted example of Bless’s tactic, where a major fashion magazine was 
reworked by a marginal practice, which itself had implications in terms of branding.
Features presented as ‘collaborations’ between fashion magazines and artists are increasingly 
commonplace in the contemporary fashion publishing market, in the form of artists’ pages in fashion 
magazines, artists working as fashion photographers, etc. Lynge-Jorlén has identified, in the genre of 
‘niche fashion magazines’, the wide-ranging editorial scope that many fashion magazines now possess 
(Lynge-Jorlén, 2017). Fashion magazines are more dynamic than ever before in terms of their content, 
as are brands in terms of their collaborative printed matter. It therefore becomes hard to define a 
fashion magazine. A survey of these contemporary fashion publishing practices is outside the scope 
of this chapter, though recent examples include Balenciaga’s collaboration with artist Cindy Sherman 
on the photo series ‘Cindy Sherman: Untitled (Balenciaga)’ (2010), Givenchy with artist Marina 
Abramović (2015), Gucci Eyewear with artist Petra Collins (2017), among many others.
Instead, here I look to examples of parasitic publishing projects in other fields as more likely 
counterparts for Bless’s tactic. Design studio Åbäke’s magazine I Am Still Alive, for instance, uses 
94  Comme des Garçons is a global Japanese fashion company founded by Rei Kawakubo in Tokyo in 1973.
95 Permanent Food (1996-2007) was an artists’ magazine project created by Paola Manfrini and artist Maurizio 
Cattelan with Dominique Gonzales-Foerster. Describing themselves as a ‘cannibal magazine’ the project 
collaged found imagery in a highly visual publication. See: http://permanentfood.tumblr.com/. 
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a method of parasitical distribution to create a magazine that only exists within (and is distributed 
through) the pages of other magazines. The irregular seasonal project began in 2003 and has since 
featured in (mostly) graphic design titles such as IDEA (Japan, 2003 and 2005), Cream (Hong Kong, 
2008), and apartamento (Spain, 2008). Issue 21 of the ongoing project appeared in the publication 
Graphic design: Now and in production in 2011, and in an article in the same volume James Goggin 
specifically compares Åbäke’s project with Bless’s lookbooks. Goggin notes how parasitic publishing 
affords visibility ‘to a wider and seasonally varied audience than the usual exclusive fashion world 
mailing list of editors and buyers.’ (Goggin, 2011, p.55)
c) Bless’s lookbook collaborations as a new model for fashion publishing generated from the margins
Such a partnership also creates new, unique channels of distribution.
—Laird Borrelli-Persson, ‘Bless Designers Desiree Heiss and Ines Kaag on 
Operating Outside of the Fashion System’ (Borrelli-Persson, 2018)
Through the ‘lookbook collaborations’, I argue that Bless short-circuit existing (fashion industry) 
practices and systems to find a new pathway through as a means to exist (from an economical 
perspective) and circulate as a marginal practice.96 In doing so, the project represents a new model of 
fashion publishing (through a tactical reforming of existing press and marketing conventions) that 
not only rearranges conventions, but also industry hierarchies. This section examines this symbolic 
gesture of the tactical short-circuit, arguing that Bless exploit the duality of working within and around 
a pre-existing system. Via tactical dispersion, Bless remake the temporality of the lookbook form and 
invigorate it with a new aesthetic value, showing how marginal positions can lead to novel publishing 
approaches.
Our procedure is often about implementing thoughts, in the form of products, into everyday life and 
in existing concerns. So Bless is less about creating a whole new world, or universe, or atmosphere, 
or shape. […] It’s really more about creating moments in daily life where all of a sudden you 
meet a situation, or a product that modifies, maybe just a little, your general daily procedure.
—Desiree Heiss (MM2, p.62).
In his book The Practice of Everyday Life, philosopher Michel de Certeau outlines the dialectic 
concepts of tactics and strategies in the spaces of the everyday, whereby ‘strategies are able to produce, 
tabulate, and impose these spaces, when those operations take place, whereas tactics can only use, 
manipulate, and divert these spaces.’ (de Certeau, 1984, p.30) Tactics, according to de Certeau, are 
often used by those who are subjugated (who have limited control over the spaces and ways of 
their living) and designate an opportunistic ‘making do’ by working within the limitations of what is 
available. 
The ‘lookbook collaborations’—the symbolic implications of which is the focus of this section—reflect 
de Certeau’s tactics and are continuous with Bless’s vividly experimental methodology that makes 
96  Though I recognise that this publishing strategy is not without its shortcomings, as the timing of the parasitical 
publishing strategy means that the Bless lookbooks are only available after the show/garment presentation.
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the most out of what exists, rather than making new things. This vertical experimental is glimpsed 
across the range of products and garments they produce as much as in as their presentation strategies, 
which adapt existing environments and situations. As Ryan posits, ‘Bless has continued to produce a 
perceptive body of work that tweaks or adds to existing objects to create new and often unexpected 
alternatives.’ (Ryan, 2012, p.33) She also notes ‘that their embrace of this approach is motivated by 
necessity.’ (Ryan, 2012, p.34) However, I argue that in the forms of these works there is a productive 
bond between creative exercise and economic necessity. This creative tacticalism—an effort to keep 
things ‘simple and pragmatic’ (Feldman, 2010, p.113)—for example, is present in the way in which 
many Bless products are often prompted by special exhibitions or institutional invitations, such as 
the Bless No.28 ‘Special Hammocks’, developed for Villa Noailles Hyères in 2007, as well as their 
‘workbed’, created in collaboration with designer Mira Schröder in 2013. 
At several points in the interview for Mode and Mode, both Kaag and Heiss point out how the 
‘lookbook collaborations’ are about working within and around existing systems as ‘a natural reaction 
to our situation’ (MM2, p.62). Kaag describes this as follows: ‘[b]ecause we are such a small label 
and company that it would feel more artificial to generate an advertising budget and to invest it in 
the most ‘clever’ ways to communicate the collection.’ (MM2, p.62). Bless work within the industry 
by adapting the pre-existing typology of the lookbook; the studio works around the industry by 
distributing in a contrary and novel way. Consequently, they open up a new space for dispersion of the 
content of the lookbook that would be otherwise unavailable to them. 
Correspondingly, I argue that Bless, as a marginal practice, is vitally tactical to ‘use, manipulate, and 
divert’ (de Certeau, 1984, p.30) existing forms, systems and spaces in order to continue to survive as a 
design studio.
To deal with the system as it exists, working in this way makes a lot of sense for us in 
terms of the relationship between what is provided as a service and what is the demand 
of a typical fashion consumer. We try to find our personal way of interpreting our 
own situation and what is needed as a consequence of, and in relation to, the people 
who like the products we do and share what we’re trying to communicate.
—Desiree Heiss (MM2, p.63).
The ‘lookbook collaborations’ use parasitic publishing in a manner reflecting de Certeau’s tactics 
towards an experimentally-efficient way to work with existing publishing structures and connect Bless 
with other, potentially like-minded cultures. As Heiss explains, the project offers a way 
to share our audiences, to expose both sides to new audiences, but also to implement Bless 
content in totally different fields such as food, architecture, transport or whatever. It’s 
important for us to enlarge the field of vision in bringing constantly other aspects of design, 
or of lifestyle to our audience.’ (MM2, p.61). 
Additionally, Ryan notes how ‘this way of working enables Bless to expand their scope of influence 
beyond the fashion industry, as well as create juxtapositions that animate their work and bring it to 
life in new ways.’ (Ryan, 2012, p.46) In situating its lookbooks in a different professional context, as 
non-exclusive context—a key diversion from the standard approach of limiting lookbook circulation 
to fashion media/industry professions–the ‘lookbook collaborations’ also tactically rearrange the 
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conventions of brand and editorial marketing through alternative dispersion tactics. Bless forms its 
own relatively-unhierarchical network, consisting not of professionals but of the diffuse readers of the 
publications it is parasitic upon. 
With these techniques, Bless creates the potential for a less-mediated aesthetic relationship with both 
the publication and its audience—a tactic which also alters the temporality of the lookbook form. 
As discussed above, the seasonal publication of lookbooks determines their role as solely ephemeral 
media. In dispersing its lookbooks directly to the public (parasitically), I argue that Bless’s lookbooks 
shift closer towards permanence—i.e. are more likely to be kept by its audience. Bless thus extends the 
temporality of designer publishing. 
This argument—the relative permanence of the lookbooks as symbolic of the value of Bless’s 
experimental techniques—was examined and materialised through our editorial approach to the 
second issue of Mode and Mode, where we asked a network of readers to find and photograph their 
copies of the Bless lookbooks. It became a central concern of the practice research inherent in the 
issue, a discussion of which I move to now.
Figure 5.2: Spread featuring the index of image contributors and owners of the Bless ‘lookbook collaborations’.
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5.2 Materialising Bless’s alternative distribution methodology in Mode and Mode
Taking Bless as its editorial focus, the second issue of Mode and Mode explored 
the dispersion of Bless’s ‘lookbook collaborations’ and attempted, through tactical 
publishing, to visualise the spread and permanence of the lookbooks (and therefore 
their value). This was undertaken within the knowledge-through and knowledge-into 
model described in section 3.4. This section outlines the aim (to materialise the value 
of the ‘lookbook collaborations’), editorial methods (through an interview and working 
with a contributor network) and practice-based findings of this project, through the 
editorial approach of Mode and Mode in testing the ‘lookbook collaborations’ as an 
innovative model for fashion designer publishing.
Given the novel ways in which Bless have formed a new methodology for fashion 
designer publishing, the experiment of the second issue of Mode and Mode was to 
materialise the effects of Bless’s tactical short-circuit in the form of a publication. 
The issue materially tested the question: what is the social effect of Bless’s innovative 
publishing model (their way of working in and around fashion conventions)?
As with every issue of Mode and Mode, the process did not begin with a set format, but 
with a subject and a number of serialised conditions. I identified Bless’s ‘lookbook 
collaboration project’ as a subject for the second issue of Mode and Mode for its 
contribution to both marginal and commercial fashion publishing, and for the relative 
lack of academic discussion about it and lookbooks in general. 
After approaching the designers, the editorial process for the issue began (as is our 
procedure) with an editorial interview with Kaag and Heiss that I conducted. The 
resulting interview—quotes from which are cited throughout this chapter—produced 
a number of direct practitioner insights on marginal practice (in particular the 
concept of working in and around). Section 3.5 of this dissertation outlines the editorial 
interview (one of the few consistent aspects of Mode and Mode) as an archival method 
of capturing and sharing practitioner insight on publishing practice in the form of 
description and reflection. 
These insights offered a starting point for the conceptual conceit of the layout and form 
of this issue: specifically, by asking a number of readers to find and photograph their 
copies of the Bless parasitic lookbooks we could: 
a)  test the reach and permanence of Bless’s experimental tactical method—i.e. offer 
material evidence of its dispersion (and, paradoxically, show the short-circuit inherent in 
their approach); and
b)  try to form an informal network of contributors to reflexively realise a marginal 
publication tactically—i.e. test directly the argued approach of the subject. 
This was to form an editorial approach that, through the form and layout of the 
publication, produced a materialisation of the ‘lookbook collaboration project’. Both 
designers mentioned in the interview the ways in which they work with, but rearrange, 
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existing systems to find new production and aesthetic pathways—a consistency across 
Bless’s output and styles of presentations. 
Specifically, in order to test whether people kept the lookbooks, I conducted a search 
for and collated a list of contributors who had copies of the publications which 
housed the lookbooks. I reached out, through friends, friends-of-friends, internet 
searches and social media (Facebook and Instagram), to people within the publishing 
networks of Bless (and their host publications) in order to find people with copies 
of the publications (some of which had limited circulation). Sharing an email with a 
call-out and brief for potential contributors, I asked those who responded from around 
the world to submit an image of the lookbook they possessed in their home or work 
environment. The issue comprised a collated list of twenty-four contributors and 137 
images, organised within a grid system, and an accompanying index of all the Bless 
lookbook collaborations I could find in the search. Figure 5.2 shows this image grid in 
the layout from the pages of Mode and Mode.
To an extent, this learnt from the previous issue that also worked tactically with the 
image content of Archivings, through the inclusion of images from the site. This 
second issue furthered, and formalised, this way of working through a more elaborate 
indexing editorial strategy. Issue two also considered a function that future issues would 
continue to explore, namely how Mode and Mode could represent the editorial subject 
within the framing of an experimental archive of fashion publishing (hence adding 
Bless to the archive).
The issue was a practice experiment, in that the results were uncertain—we didn’t know 
whether our assumption that the lookbooks persisted was correct until we found this 
network. This led to the framing of my argument that Bless short-circuit the mediated 
systems of the fashion industry through tactical publishing. In producing an entire issue 
from images produced through an informal network of contributors, this issue of Mode 
and Mode developed its own method of ‘making do’ with what is available in marginal 
publishing. This embodies the mirroring component of Mode and Mode’s methodology 
as described in section 3.4. In mirroring Bless’s marginal publishing tactics in the 
context of Mode and Mode (it too a marginal fashion publication), I argue that ‘making 
do’ with existing forms, spaces and conditions in publishing can be more productive 
that commissioning new forms and content. 
5.3 Emerging conclusions
One of the central propositions of this thesis is that fashion practice and discourse can gain new 
understandings from practices at the margins. This chapter, through the second issue of Mode and 
Mode, materialised tactical publishing in order to consider Bless’s ‘lookbook publishing project’ and 
its implication on fashion industry conventions. Through an editorial interview, generating practitioner 
insight from the designers, and in forming and materialising a network of contributors, this issue 
sought to materialise the value of Bless’s project. 
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The project—as the issue of Mode and Mode sought to show—transcended the lookbook form 
through a tactical short-circuit around existing systems of commercial fashion designer publishing. 
Findings from Mode and Mode showed that Bless’s ‘lookbook collaborations’s reconfigured the 
dispersion forms and temporality of designer publishing, resulting in a more meaningful exchange 
with their following. This iteration of the publication, with Bless as its editorial subject, is a testament 
to how projects operating in the margins of the fashion industry can generate new and potentially 
more innovative publishing approaches in fashion. Shown through a tactical approach of making new 
models out of existing systems, these contribute to the practice of and discourse around publishing 
fashion to show the function of marginal publishing in its productive difference from conventions of 
fashion media.
To the research question of: what does it mean to publish fashion? This chapter, and its experimental 
practice outcome of Mode and Mode two, shows how a publication can elucidate the value of another 
publication, which is, in this case, the marginal publishing tactics of Bless. 
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6. Mode and Mode three ‘Seth Shapiro’ with Seth Shapiro
Figure 6.1: Cover of Mode and Mode three, 2016, featuring an illustration from Seth Shapiro’s American 
Manufacturing lookbook, A Dinner Date at Chez Woodstock.
6.0 Introduction 
Seth Shapiro’s American Manufacturing show, steeped in patchouli-scented 
romance, the alert in the audience might have caught the week’s first trend. For the 
show’s finale, models wearing the designer’s leg-o’mutton-sleeved velvet dresses and 
ruffled silk numbers all came out playing—you guessed it—tambourines! 
—‘The Tambourine Trend and Other Tales’, Women’s Wear Daily (WWD, 2000, p.8)
The third issue of Mode and Mode looked at the publications of fashion designer Seth Shapiro—
specifically, the lookbooks he produced under his New York-based label American Manufacturing. 
Shapiro founded the label in 1991, with collections shown in gallery spaces and, later, at New York 
Fashion Week in 2000 and 2001. Mode and Mode three (and, correspondingly, this chapter) makes 
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the case that these publications (now only available in PDF format online) represent a subjectively 
experimental interpretation of fashion publishing in both their marginal positioning and unique 
publishing methods. 
To articulate the value of Shapiro’s work in its context of the margins of fashion publishing, I first 
review lookbook conventions, and the way they have been developed, aestheticised and expanded in 
particular movements in relation to the fashion industry and system. I then discuss the cultural context 
in which Shapiro was working and involved in, a scene of experimental practitioners in New York and 
other cities that emerged in the 1990s. In section 6.3, I outline—as informed by findings in the process 
of making the issue of Mode and Mode—how the publications Shapiro produced under American 
Manufacturing are experimental, and offer a unique and expansive version of a lookbook—one that 
is more in line with the conditions of zine-making than with trade fashion publishing. I then go on to 
reflect on this issue of Mode and Mode—and the mirroring aspects of Shapiro’s practice that were 
encompassed in the publication—to describe these marginal publishing approaches in the context of 
the research.
The unconventional nature of the American Manufacturing lookbooks—which are amateur, highly 
personal, ad-hoc and anti-commercial publications—extends the margins of the typology of lookbook 
publishing to propose new uses for the lookbook format.
6.1 Lookbook protocols
These so-called “protocols” were simply printed mediation tools, which explained the concepts behind 
each collection in a broader context […] fashion is definitely not only about textiles and garments.
—Johannes Schweiger, artist and designer, _fabrics interseasonr, 
(J Schweiger 2018, interview with the researcher, 31 January).
As discussed in section 2.3, the form of the lookbook is intrinsic to the articulation of a fashion 
collection, and is a vital creative tool for designers to document and embellish their seasonal output. 
In the 1980s, lookbooks and other forms of para-clothing practices became a productive site for 
creative expression and collaboration with practitioners from other creative disciplines, particularly 
for avant-garde designers (Blanchard, 2013). This contact with other fields of practice offered a way to 
combine the symbolic value attributed to their design practices with the commercial trade function of 
the lookbook. Designer-led publishing and communication thus emerged as an open site for aesthetic 
development in a way that, as Pecorari notes, ‘usually involved a dissolution of the commercial 
attitude of these communicational materials, focusing on their symbolic character in order to direct 
the social perception of the fashion designer as an artist.’ (Pecorari, 2013, p.59)  
In the 1980s, avant-garde and small-scale luxury fashion designers—including Martin Margiela, Yohji 
Yamamoto, Dries Van Noten, Comme des Garçons and Walter Van Beirendonck—repositioned 
the typology of the lookbook and related communicational materials into a new, expanded space. 
They utilised the supporting ephemera of a collection more effectively, and through more nuanced 
aesthetics—in other words, heightening the importance of everything around the clothes. These 
designers would continue to expand the medium of designer-led publishing through collaborations 
with graphic designers, artists and photographers, and by exploring unconventional multimedia 
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formats and formal appropriations to extend the senses of their collections. Dries Van Noten, for 
instance, used second-hand books as invitations for autumn/winter 1999/2000; Martin Margiela used 
a classifieds advert for an autumn/winter 1989 collection; and Walter Van Beirendonck sent invitees a 
cassette tape. ‘Hardbeat’, for his autumn/winter 1989 collection under his label W&LT (Wild & Lethal 
Trash). 
Subsequently, independent designers of the 1990s and early 2000s extended this freedom in order to 
use the lookbook format to reflexively critique aspects of the fashion system. The fashion studio _
fabrics interseason (founded by Wally Salner and Johannes Schweiger in 1998) are an exemplar of this 
critical and often research-driven tendency. They position their work as repurposing the commercial 
conventions of fashion production, tools ‘based upon concepts which are developed from an intensive 
research of socio-political discourses and phenomena.’ (_fabrics interseason). _fabrics interseason 
describe their communication strategies as ‘protocols’, a reference to the perfunctory nature of these 
materials within the cyclical fashion season. For their collections, _fabrics interseason produced and 
folded poster-style publications. These ‘printed mediation tools’ (J Schweiger, 2018, interview with the 
researcher, 31 January) featured lookbook-style documentation of the collection, or its presentation, 
along with texts—those written by Schweiger and Salner along with excerpts from theoretical texts 
and from contributors—which embedded a critical framework for their garment output. In a research 
interview, Schweiger explains: ‘I compare the FI-lookbooks [_fabrics interseason lookbooks] rather to 
loose collages—or better assemblages—at the point of departure to an alternative fashion experience 
[…] and in the end to the consumption of fashion.’ (J Schweiger 2018, interview with the researcher, 
31 January). For example, the lookbook for their spring/summer 2002 collection, ‘promesse du 
bonheur’, featured a text by Austrian economist Andreas Wagener explicating on ‘moral norms and 
social control’. For _fabrics interseason, lookbooks were thus a way to articulate a theoretical and 
critical context for the clothes.
The lookbooks document our collections, style them, give them a context and express our inspirations 
and motivations. They are also an important part of our work, not merely a necessary bi-product, but 
experimental spaces of their own using the lookbook format. They are not used for selling the collection 
to buyers in the usual way; they are compiled once the collection has been made and are published well 
afterwards, giving us time to fully understand the collection, and extend the ideas with its documentation. 
—Lucy McKenzie, artist and designer, Atelier E.B 
(L McKenzie 2016, interview with the researcher, 31 May).
The publications Atelier E.B produces evidence the referencing, re-contextualising and 
refining that each collection goes through in the company of the finished product. For our 
latest publication we have not only styled our collection, we have also styled our research.
—Beca Libscombe, designer, 
Atelier E.B (B Libscombe 2016, interview with the researcher, 31 May).
The lookbook is a mediation tool that offers an opportunity to relate broader ideas and references 
around a body of work. Fashion studio Atelier E.B (Lucy McKenzie and Beca Libscombe) use the 
framework of a lookbook in conjunction with the art tendencies of their fashion collections, which are 
presented aseasonally and often as installations within gallery spaces. Publishing has a vital function 
for Atelier E.B as both primary collection documentation and as contextualisation of the research 
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which surrounds a collection. They have produced lookbooks (as well as books) which substantiate 
the research into dress cultures and histories that are involved in the development of their collections. 
These publications are generally sold through bookstores, produced after-the-fact, and do not serve 
to market the clothes per se but, rather, to articulate ideas that emerged in the process of the body of 
work. Lucy McKenzie explains that they ‘are not used for selling the collection to buyers in the usual 
way; they are compiled once the collection has been made and are published well afterwards, giving 
us time to fully understand the collection, and extend the ideas with its documentation.’ (L McKenzie, 
2016, interview with the researcher, 8 April) For instance, the two lookbooks they have produced—
The Inventors of Tradition (2011) and Ost End Girls (2013)—reflect on the Scottish textile industry: 
how textile and clothing manufacturing in Scotland (an industry that is struggling to uphold its legacy) 
is indivisible from its social fabric, a research focus that becomes the basis for the garment and object 
collections. 
Atelier E.B also relate the lookbook to other types of writing, layout and genre. For example, Ost 
End Girls opens with a fictional essay, written by McKenzie,97 drawing on her parallel art practices 
that involve painting and fiction writing. The text is a short story written in the style of a paperback 
mystery about a group of schoolgirls in Cairo. It opens: ‘This is a short story about fashion—a set 
of clothes with a fabricated back story.’ (Atelier E.B). Garments in the collection are inserted 
into the narrative. For example, one passage reads: ‘The Eye of Horus on their polo shirts, the 
essential component of a uniform that they wear even when away from the Swiss School of Cairo, 
is a controlling device. It reminds them that they must be kept in check as representatives of their 
elite boarding school.’ (Atelier E.B). The publication reflects the use of designer-publishing to 
explore an additional function of the lookbook as a site for collection and historical research; they 
are publications about the collection, but they are not functioning as marketing material in the 
conventional sense of the lookbook.
Similarly to those of Atelier E.B, the American Manufacturing lookbooks express—beyond the 
clothes that were made in tandem to the publications—the subjectivity of the designer as a para-
narrative to a collection. Though they are very different in their purpose and nature, both Atelier E.B 
and Shapiro explore the form of the lookbook towards other functions, not necessarily only for the 
fashion industry (i.e. the lookbook protocols). They are instead experimental, substantial supporting 
publications that extend the ideas explored in the collection. This use of the lookbook protocol for 
functions other than industry conventions was what made Shapiro’s publishing output of interest in 
this chapter, and as an editorial subject for exploration in the context of Mode and Mode.
97  As well as her involvement with Atelier E.B, Lucy McKenzie is a practicing artist 
and writer. In 2014 she wrote Unlawful Assembly with Alan Michael.
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6.2 Experimental culture of New York in the 1990s
Mellinium [sic] Note: AT the end of a ‘Season’ or ‘Event’, The Big Fashion houses were in 
a pandemic which arose a conspiracy between cosmetic companies and fashion magazines 
to bring back glamour after so many years of loss revenues (i.e. grunge, decon, etc.).
The Fall/Winter 1995 Fashion Catalogue of Seth Shapiro, “A Fashion Event For 
Fashion Week” remains as a classical example of the inspiring nature of so many young 
and rebellious artists and designers of the early 90’s and onward to today.
—Excerpt from A Fashion Event for Fashion Week by Seth Shapiro, 1995 (Shapiro, 2012)
As discussed in section 2.4, aspects of commercial and luxury fashion became a site for critique and 
experimentation in the 1990s, with artists and designers who subverted and rearranged some of 
fashion’s publishing protocols. This was reflected in a culture of critique and experimentation within 
a community of fashion designers and artists. In New York, a generation of art-aligned designers, 
including bernadette corporation, Susan Cianciolo, ORFI (Organization for Returning Fashion 
Interest), United Bamboo and Seth Shapiro’s American Manufacturing, produced DIY collections 
and art projects which coalesced into shared critical tendencies. These designers sought to use fashion 
as material for critique amid an emerging cynicism of fashion, and the increasingly monolithic, 
luxury conglomerates that dominated the industry. At the time, independent practices became 
critical of the increasing globalisation of fashion and its branding strategies, reflecting a concomitant 
cultural homogenisation manifesting in increasing social inequality. 
These experimental and critical moves are particularly manifest in the art collective bernadette 
corporation, formed in 1994 with artists Bernadette van Huy, John Kelsey and Antek Walzcak98 
(and also discussed in section 2.4). In 1995 the group started a fashion label, presenting collections 
in gallery spaces and clubs (Becker, 2014). The label work culminated in a targeted critique of the 
fashion industry with Made in USA, their 1999 mock fashion magazine. The project, which ran for 
three issues, continued their exploration of corporate fashion branding, borrowing these tactics in 
the formation of their own collective identity. The project simultaneously adopted and disrupted the 
format of a fashion magazine with artist contributions, commissioned interviews and critical theory. 
As theorist Ilka Becker notes, ‘the idea was to disrupt, using techniques of montage and appropriation, 
the usual concept of fashion magazines: to provide a certain lifestyle in a consumable mode.’ (Becker, 
2014, p.80) The project reflected a critique of fashion editorial in the form of both a parody and 
homage to the surfaces of fashion. On their website, the collective writes that ‘[w]e have always liked 
fashion for what it is–a seductive surface.’ (bernadette corporation), suggesting that they were very 
much conscious of the surface of fashion, and their using it within artistic frameworks could be seen as 
an ironic and self-conscious strategy.
Another collective practice in this milieu, also representative of the experimentation between art 
and fashion in the 1990s, is the art collective Honey-Suckle Company, who formed in the Berlin 
98  Shapiro and Thuy Pham (co-founder of United Bamboo) were also involved with bernadette corporation, 
joining core members Van-Huy, Walczak and Kelsey in 1994 to work on several of their fashion collections. 
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underground scene in 1995 (and were active until 2007) with a changing roster of 5-12 members.99 
They were a collective who, like bernadette corporation, explored fashion within a mix of 
experimental art and music projects. Over their active years, they produced parties, fashion shows, 
music performances, films and exhibitions, with elements of collective, participatory improvisation. 
Honey-Suckle Company wove fashion into their modus operandi. They made clothing and elaborate 
DIY sets for their performances, which were staged in derelict buildings and institutional settings 
(including the Berlin Biennale and MoMA PS1). They also made loose garment collections. Their 1997 
‘Jugendstil’ collection, for example, was a series of trashy, techno-style pastiche looks, hand-made by 
members of the group. Though they were described as ‘collections’, the garments were never circulated 
in a fashion context or market, but were instead used as costumes and worn by musicians and 
performers against set-like installations that served as backdrops for their live acts—usually involving 
experimental music. In another project that looked at the corporate conditions of the fashion industry, 
the group reconstructed a set based, contemporaneously, on Jil Sander’s ad campaign for that season, 
spring/summer 2000. The installation, ‘Jil Sander+ emotionale wirtschafteliche Beobachtungen’ 
(‘Jil Sander+ emotional economic observations’), was created as part of the 2000 exhibition ‘I Love 
Fashion’100 at Berlin’s Galerie ffwd (Honey-Suckle Company, 2016, p.116). Theorist Philipp Ekardt 
suggests that the project is best ‘understood as a remodelling or retailoring of conditions and fates 
in the fashion industry.’ (Ekardt, 2016, p.109) Many of the Honey-Suckle Company’s projects touch 
on fashion and costume, but in ‘Jil Sander+ emotionale wirtschafteliche Beobachtungen’ the group 
directly referenced the commercial corporate façade of fashion—via Jil Sander’s ad campaign—by 
reappropriating it within the context of an art gallery. The project, a link that Ekardt highlights, shows 
a critique of fashion by putting it into contact with art’s critical framework.
As von Olfers contends, the 1990s in New York was a time where art and fashion were overlapping.
[C]ollectives like Bernadette Corporation with their organised parties and fashion events 
had a huge impact on both the New York art and fashion scenes. Designers like Susan 
Cianciolo or Seth Shapiro started creating as an integral part of the collective before 
establishing practices of their own. (von Olfers, 2011, p.15) 
This particular history—or scene—of experimental practices like bernadette corporation, and abroad 
with Honey-Suckle Company, form the context in which Shapiro was working and that his work 
should be understood. This generation of practitioners transposed the commercial framework of the 
fashion system onto the critical-theoretical apparatus of the art system. These symbolic and rhetorical 
crossovers between art and fashion on a local level led to more experimental and transgressive 
fashion-based projects in critique of the global and corporate fashion industry. Shapiro’s label, 
American Manufacturing, and its publications activity, directly reflect this creative context in their 
experimental tendencies, zine-making processes and rejection of commercial fashion. 
99  Including: Petr.s Kisur, Nina Rhode, Simone Gilges, Nico Ihlein, Friedrich M. Lloch, Konrad Sprenger, Zille 
Homma Hamid, Captain Space Sex, Frida Korn, Gregor Hylla, Paul P.M., KC Sletcher and Lilly of the Valley.
100  The group exhibition also featured work by other fashion practitioners, such as Bless.
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6.3 American Manufacturing and subjectively experimental publishing
Shapiro founded his label American Manufacturing in 1991 with no formal training in fashion, 
creating collections that were typically shown in art spaces and clubs. In 1994 Shapiro, along with his 
friend Thuy Pham (co-founder of United Bamboo), became involved with bernadette corporation, 
joining core members Van-Huy, Walczak and Kelsey. Shapiro relaunched American Manufacturing in 
1998, and would later show collections at New York Fashion Week in 2000 and 2001. Though there is 
little available in the way of biographical information on Shapiro, his work as a fashion designer can 
be understood through his involvement with bernadette corporation, ORFI and the New York art and 
fashion scene described in the section above.
The clothing Shapiro produced under American Manufacturing that was presented at New York 
Fashion Week combined nostalgic references and feminine silhouettes, often generated through 
resourceful use of material, mixing $500 per metre fabric with $1 per metre fabric. Fashion week 
press on several of the collections documents the spiritual and mystic references of the catwalk 
presentations. For example, a WWD article reporting on the autumn/winter 2000/2001 collection, 
‘The Preamble to the Wilderness’, wrote that it was ‘steeped in patchouli-scented romance […]. For 
the show’s finale, models wearing the designer’s leg-o’mutton-sleeved velvet dresses and ruffled silk 
numbers all came out playing—you guessed it—tambourines!’ (WWD, 2000a). For the next collection, 
spring/summer 2001, a WWD reporter described 
a winding journey through a couple of disparate themes: St. Tropez chic and the American 
Revolution circa 1776, but Shapiro managed to tie them together to form a cohesive story. 
The first group, featuring Forties-style blouses with cape sleeves, fitted caftan tops paired 
with knickers, and floaty chiffon dresses with contrasting satin bands for shape—often 
finished with stylish hats—illustrated Shapiro’s talent and vision. (WWD, 2000b) 
After several presentations at New York Fashion Week, American Manufacturing and Shapiro’s work 
as a fashion designer finalised around 2001. Though Shapiro continued to take part in the art world, 
intermittently exhibiting as part of group shows such as ‘Genesis I’m Sorry’ at Greene Naftali Gallery 
in New York in 2007. Shapiro now travels around the world, working as a farmer in South East Asia; at 
the time of the interview for Mode and Mode, he was based in Cambodia.
Under American Manufacturing, Shapiro made several publications (associated with corresponding 
collections) that reflect distinct versions of lookbook publishing. The publications are radically 
DIY, provisional, effusive, and chaotic, reflecting a style more in line with zine-making than with 
trade fashion publishing. This section focusses on three American Manufacturing publications—A 
Fashion Week Event for Fashion Week101 (1994), A Dinner Date at Woodstock and Other Tales of 
American Manufacturing102 (1999) and Ultimate Departure103 (2000)—in relation to experimental 
practice. The publications exist today as PDFs uploaded to the document hosting web platform Issuu, 
however, according to Shapiro, they were also printed around the time the collections were shown 
in the 1990s to early 2000s (MM3, p.17). They were made and operated outside of the commercial 
101  See: https://issuu.com/manyamongus/docs/_1__a_fashion-even_for_fashion_week_1994_ebook
102  See: https://issuu.com/manyamongus/docs/chez
103  See: https://issuu.com/manyamongus/docs/uld
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role of a lookbook, expressing the possibilities and use of the format as an experimental space. The 
lookbooks are disjunctive, embodying a spirit of defiance of norms—from the text, which follows 
little grammatical and narrative logic, and inconsistent graphics to the use of hand-drawn illustrations 
within chaotic and unfinished arrangements on the page. 
In their rejection of the commercial features, conventions and logic of an industry lookbook as a 
means to market the collection, Shapiro’s publications resemble radical zines: aesthetically subjective, 
kaleidoscopic editorial collages that draw in a range of modalities outside of fashion, including 
philosophy, spirituality and fiction. Through these experimental qualities, the American Manufacturing 
publications reflect a reversal of lookbook protocols and their branding capabilities, produced as an 
artistic exercise more for personal fulfillment than commercial gain. They are produced with ad-hoc 
publishing methods that short-circuit the logic of fashion lookbook publishing, but with a lack of 
self-consciousness that differentiates then from the deliberate fashion critique and high art-yearnings 
in the work of bernadette corporation. 
Figure 6.2: The opening spread of the facsimile of A Dinner Date at Woodstock and Other Tales of American 
Manufacturing (1999) in Mode and Mode three.
Since the 1960s and 1970s, the zine format as a medium for artistic but anti-commercial expression 
has been utilised by radical and conceptual artists, as well as subcultural groups, with increased access 
to cheap printing technology. Zines are self-publications that are amateur, highly-personal, subjective 
and anti-commercial in their ethos, making them an attractive medium for artists ‘who sought to 
evade notions of taste, training and standards that were seen to govern (whether they did or not) the 
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practices of the museum, gallery and art journal.’ (Olds, 2015, p.174) ‘Rather than producing wholly 
new image worlds,’ Olds notes, ‘zines re-imagine existing ones, through fanciful and often dissonant 
pairings of images and text, puns and pseudonyms.’ (Olds, 2015, p.174) Shapiro’s publications inherit 
the experimental characteristics of a zine but reference the protocols of lookbook publishing, 
with experimental hand-drawn sketches of the looks and a text listing describing their details. The 
American Manufacturing publications reflect this split nature in the sense that they reimagine the 
‘image world’ of a fashion lookbook, but through disruptive experimentation. Their experimental 
qualities, and tactics that remake the lookbook form, are embodied in the following aspects of their 
production:
a) Image-making (hand-drawn illustrations with photographic collages);
b) Experimental writing (unconventional, non-narrative text);
c) Unconventional layout and content structure (entirely monochrome, syncretic and disjunctive, 
demonstrating an inconsistent use of graphics that avoids a unified graphic message); and 
d) Printing and distribution methods (ad-hoc printing and distribution of the 
publications, which were printed at a local copy store and given away to 
friends, as well as being available on the web platform Issuu). 
The American Manufacturing lookbooks each periodise several collections. They use a mixture 
of fashion references with new age-inflected scenes that seem—particularly in Fantasy Park, for 
example—to have an ecological focus. Although frantic and syncretic in the visuals and layout, ideas 
that re-emerge address the inequality and environmental damage of corporatisation, celebrating 
artistic pursuits (including fashion) as a kind of redemptive force. Throughout the publications, written 
passages of text intersperse the visuals, reflecting a similar experimental mode of textual collage as 
the images. These texts resist a linear narrative; they are messy with grammatical errors, misspelling 
throughout and placed on the page in inconsistent arrangements. The publications are highly 
experimental, reflecting the form of the zine in their subjective insistence; they lay out a vision of a 
world that can only exist within the confines of the publication. The printing and dissemination reflects 
a bringing forth and enabling of this subjectivity.
a) Image-making
The American Manufacturing publications rely on a collage of photography and hand-drawn 
illustrations to present the looks in the collection. This approach has the effect of abstracting the 
clothing (between form and outcome) and resists the categorically-limited logic of the lookbook (i.e. 
as an aestheticised documentation of the pieces in a collection). The illustrations are hand-drawn 
and affectionately executed in the mode of competent adolescent doodling, as a form of resistance 
to fashion illustration ideals. This style, and the treatment of the drawings as collage material, seems 
to embody the imminent appeal of dress and fashion as an artistic expression, rather than for its 
professional protocols. 
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b) Experimental writing
The Wilderness is everywhere. It lays in-between the cracks of the city and grows like weed in the 
night; it manifests itself in lovers where passion invents the language under which the state will buckle 
and fall; and it’s investments buried deep with music, impossible to suppress or keep behind bars.
“A DINNER DATE AT CHEZ WOODSTOCK” is the follow-up to the classic liberation 
from sadness manifesto, “A Fashion Event for Fashion Week” (Pub. 1994). It is a collection 
of stories that comes to life when two people meet for what will now be known as a fictional 
date, in a fictional restaurant, set in a mystical place somewhere beyond boredom and 
fascination. Whether these events are imagined or real they form the basis for the collections 
and shows presented by AM from 1999-2001 of which this book serves as a memento.
—The opening text of A Dinner Date at Chez Woodstock, 1999 (Shapiro, 2012)
There is an irrational logic at play in the writing within the American Manufacturing lookbooks, which 
read more like experimental prose, a poetic collage of seemingly disconnected topics from fashion, 
cultural studies, politics, spirituality, new age ecology and philosophy. The text in the lookbooks 
suggests clear hallmarks of familiarity with the professional worlds of fashion (such as the use of 
garment listing which, in A Dinner Date at Chez Woodstock, are conflated with the cast list from a 
play) but is preoccupied with the creation of its own world with its own priorities, as reflected in the 
extended passages of writing that combine fantastical scenes of fiction with spirituality and new age 
ecology. In particular, the text in A Dinner Date at Chez Woodstock (which was featured as a facsimile 
in Mode and Mode) was written as a conjunction of experimental fiction and theory. The publication 
conflates aspects fashion, such as garment descriptions, with mystical story-telling, scriptwriting and 
syncretic new age philosophy into a narrative set across seven chapters. The publication opens with a 
list of chapter headings (see figure 6.2), such as ‘The Dance of the Bandits’, outlining a mythic story. 
The opening of the publication reads: 
The Wilderness is everywhere. It lays in-between the cracks of the city and grows like weed 
in the night; it manifests itself in lovers where passion invents the language under which 
the state will buckle and fall; and it’s investments buried deep within music, impossible to 
suppress or keep behind bars. (MM3, p.39). 
In a later chapter, garments are conflated with the cast list of a play. Looks are described under the 
title ‘ACT I—FANTASY OF THE CIRCLE’, including the following: 
Wolf/Woman #2 Eunis from NEW YORK MODEL 
Eunis is wearing an EVERGREEN 4-ply silk overlay dress that is buttoned at the waist side 
fron with self-gathered shoulder emphasis and drawstring sleeves (D03) over a SULFUR silk 
hobotai [sic] tailored bodysuit (B03). She is accessorized with a tree bead trimmings and a 
bandana made with semi-precious stones. (MM3, p.52).
106
c) Unconventional layout and content structure
The relationship between images and the DIY graphics on the pages of the American Manufacturing 
publications does not adhere to a logical and consistent layout grid. Instead—as with the 
experimentation with visuals—it appears as syncretic and cut-and-paste, using numerous typographic 
styles and graphic forms. The visuals and text appear interchangeable; collaged together with text 
flowing over and obstructing the images and vice versa. 
d) Printing and distribution methods
The experimental nature of the lookbooks is also reflected in how they were printed (cheaply) and 
disseminated—to friends and clients, and most likely those involved in New York’s art and fashion 
scene. Shapiro made the publications to correspond with the collections, explaining that ‘[t]he books 
were supposed to be presentations in [and] of themselves’ (MM3, p.17). They were, according to 
Shapiro, all printed in size 8.25” x 5.25”, with a plain monochromatic cover, at a copy centre in New 
York’s Chinatown. They were distributed to friends, clients and galleries, Shapiro suggested, on an 
ad-hoc and informal basis. 
The cheap printing and informal distribution methods of the American Manufacturing lookbooks 
align the publications more closely with practices of zine making than fashion publishing. Thus, they 
reimagine the margins of lookbook protocols in their likeness to the formal context of the zine, and 
posing alternative uses for this form of designer-publishing to valorise unique subjectivities and 
artistic expression. For these reasons, the American Manufacturing publications exemplify marginal 
publishing, and are worthy of exploration in the context of this research. This led to the choice to 
feature Shapiro in the context of Mode and Mode, which I outline in the next section.
6.4 Mode and Mode three: Mirroring a marginal publication in a marginal publication
The third issue aimed to materialise Shapiro’s marginal practice in the context of a 
marginal publication, Mode and Mode. The issue explored aspects of the marginal 
and experimental publishing methods of the American Manufacturing publication/
lookbook A Dinner Date at Chez Woodstock (described above), by adopting its methods 
within the issue. The mirroring action of Mode and Mode—described in section 3.4 
and explored in the previous issue with Bless in terms of their tactical publishing 
methods—occurred in the way in which this issue of Mode and Mode embodied the 
marginal publishing modes of experimental writing, and unconventional layout, 
content structure, printing and distribution methods. This section outlines how these 
marginal approaches materialised in the context of Mode and Mode.
The editorial process for the issue began with an email interview with Shapiro. 
Shapiro’s interview responses were meandering and followed tangents along a range 
of subjects, rather than giving straightforward descriptive responses to questions or 
insight on his intentions and the practicalities of the publications. The interview 
thus revealed Shapiro’s effusive artistic subjectivity, rather than the biographic and 
descriptive detail I had anticipated. This seemed to be a rare discourse, in contrast to 
the either professionally-conservative or conceptually-rigorous modes of practitioner 
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speech. We chose to reflect this rarity by experimenting with an unconventional edit 
of the interview, to mirror the experimental writing of Shapiro’s practice. Rather 
than articulating it through the words of the interview, we chose to demonstrate his 
particular experimental practice by mirroring his experimental approach, a strategy 
of marginal publishing, in the form and style of the interview itself. In the issue, the 
email transcript is formatted unedited and intact from the email browser—complete 
with timestamps, inline font changes and (unmarked) grammatical errors. This adopts 
experimental writing strategies—like Shapiro’s lookbooks, akin to zines—resulting 
in a syncretic and cut-and-paste graphic approach with various typographic styles and 
graphic forms. The cheap printing methods of zine publishing are another feature of 
marginal publishing that was mirrored in Mode and Mode. Though they are available 
online on the document hosting platform Issuu, Shapiro’s original publications were 
printed cheaply and locally at a copy centre in New York. The issue of Mode and Mode 
used print-on-demand technology, with the addition of a lo-fi printed cover, in order to 
keep the print run to a minimum.
Along with the interview, within the issue we published Shapiro’s lookbook A Dinner 
Date at Chez Woodstock, encapsulating the digital PDF in a print format and recirculating 
it within the network and scope of Mode and Mode. This ‘making public again’ (Bobin 
& Villeneuve, 2016, p.13) within Mode and Mode was an act of bringing new meaning 
and circulation to Shapiro’s project, creating an original permutation of the original to 
share with our readers. This redistribution is also a process of recontextualising, relative 
to what Virginie Bobin and Mathilde Villeneuve note as ‘not so much to restore the 
original set of the objects but rather to invest them with new possibilities, and thus to 
invest them new forms of knowledge.’ (Bobin & Villeneuve, 2016, p.17) 
Taking Shapiro as its publishing subject, the third issue of Mode and Mode tested how 
one experimental context can represent, and therefore practice, the experimental 
qualities of another publication—i.e. the American Manufacturing lookbooks. This 
approach reflected Mode and Mode’s experimental methodology—a learning about 
experimental publishing, through experimental publishing—affording new insights into 
Shapiro’s practice through the experimental interview and recirculation of A Dinner 
Date at Chez Woodstock.
6.5 Emerging conclusions
Explored through the third issue of Mode and Mode—and practicing Shapiro’s experimental editorial 
methods in that context—this chapter aimed to show the experimental possibilities of marginal 
publishing which, in this case, cross-breed methodologies of zine publishing with fashion publishing 
conventions.
The American Manufacturing lookbooks show how marginal and experimental publishing 
approaches can extend fashion publishing typologies. Lookbooks and other publishing ‘protocols’ 
within the seasonal commercial fashion industry necessarily operate with a particular function—that 
of relaying a designer’s collection to buyers and press (and ultimately, the pages of magazines). 
Shapiro’s collection publications radically reappropriate the editorial norms of a lookbook as a trade 
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publication and amplify its experimental possibilities. They reimagine the genre of the lookbook, 
adapting the modalities of zines and manifestos towards personal artistic expression, rather than as a 
market function. 
This was found through making a publication about the American Manufacturing publications, 
through editorial research, an email exchange with Shapiro and by mirroring the designer’s 
experimental editorial methods within the context of Mode and Mode. Instead of the deliberate 
high art yearnings of bernadette corporation and Honey-Suckle, which in a way inevitably become 
a branding strategy in itself, the way that the margins are reimagined or extended for Shapiro comes 
from a kind of experimentation that relates to intention, not style or manner. Shapiro doesn’t use 
style tropes; his lookbooks are unselfconscious, a strange mix of sincerity and irony from personal 
rather than commercial expression. This became clear through the interview with Shapiro, in which 
the designer’s subjective and effusive approach extended to his interview response (which became the 
interview content for Mode and Mode).
The American Manufacturing publications show the cultural value of subjectively experimental 
projects and how marginal perspectives—in how they differ from mainstream media practices—can 
extend the margins of fashion publishing. Marginal publishing creates a space for practices like 
Shapiro’s, which is so distinct that it would never fit within the conventions of the fashion industry, 
even on the same level as avant-garde commercial designers mentioned earlier. For Mode and Mode, 
his practice reciprocally extended the creative scope of this project. This third issue led to a more open 
experimental and aesthetic framework in Mode and Mode, evolving the capacity to learn the methods 
of its featured editorial projects by mirroring their practices in each issue. The fourth issue, discussed 
in the next chapter, would further these aims by practicing the aesthetic and graphic practice of 
Friction/Parade 1999, and continuing to experiment with republishing tactics in featuring this project 
as a facsimile republication.
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7. Mode and Mode four ‘fashion without fashion’ with Michiel Keuper of Keupr/van Bentm
Figure 7.1: Cover of Mode and Mode four, 2018, ‘fashion without fashion’, on the publication Friction/Parade 1999 
created by Keupr/van Bentm.
7.0 Introduction  
At that time we were both very much into autonomous fashion, it was clear that we 
weren’t proposing commercial collections, we were mainly commenting on fashion.
—Michiel Keuper (MM4, p.10).
This chapter is an exploration of ephemeral recirculation via the conceptual publication project 
by the Dutch fashion practice Keupr/van Bentm, the subject and experiment of the fourth issue of 
Mode and Mode. Keupr/van Bentm were a fashion practice formed by designers Michiel Keuper and 
Francisco van Benthum in Amsterdam between 1997 and 2001. Friction/Parade 1999 was a publication 
they made in place of their collection for Paris’ haute couture show in January 1999. Expressing a 
collection in the form of a publication (and not, as is standard, through a series of garments presented 
on the catwalk), Friction/Parade 1999 thus proposes a publication that stands in as fashion. In this 
process, the designers playfully expose the publicity spectacle of the seasonal presentation of fashion, 
and the value of the experience of the presentation of the garment. I argue that Friction/Parade 
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1999 represents marginal publishing approaches, which is why we chose to explore this project in the 
context of an issue of Mode and Mode.
The chapter explores how a geographically and financially marginal practice can reconfigure the 
conventions of fashion. In the first section, I outline these conventions in the ritual presentation of 
fashion’s seasonal program, and the supporting role of print media within this culture. I then outline 
how Friction/Parade 1999 radically rejects these conventions by creating a publication instead of a 
collection, and through that publication’s experimental writing, its graphic layout and the particular 
way in which it was sent to industry figures. Through this, I make the case that the effect of Friction/
Parade 1999, by replacing the collection with a publication, could be analysed as a rearrangement of 
Barthes’s semiotic framework, as it shifts focus from the value of the garment itself to the value of 
seasonal fashion’s supporting materials.104 I then contextualise Keuper and van Benthum’s project 
within a field of projects in art and fashion that perform a similar function through their publishing, 
publicity and writing-as-work. These projects are relevant to the construction of Friction/Parade 1999 
as, paradoxically, ‘fashion without fashion’.105
I argue that Friction/Parade 1999 reimagines the form, content and distribution of a publication, and 
Mode and Mode four tested the recirculation of this original through the distribution of another 
publication. In the final section of this chapter, I outline the process of compiling the issue—how 
it materialised the ephemeral and exclusively-circulated Friction/Parade 1999 through a facsimile 
reprint, and the potential contribution of the findings from this editorial experiment to publishing 
practice in fashion.
7.1 The conventions of fashion week 
The seasonal cycle of fashion creates a demand that designers present a collection of garments at 
one of the major fashion weeks. Beginning the bi-annual presentation of fashion in New York, then 
London, Milan and concluding in Paris, the fashion week schedule is the major live showcase for 
ready-to-wear and haute couture fashion.106 As scholars Joanne Entwistle and Rocamora note in their 
analysis of one of these events, London Fashion Week (LFW), ‘[t]his event is an important moment 
within the life of the industry. Widely featured in the press, it is also big business: LFW is a major 
promotional opportunity for British fashion designers.’ (Entwistle & Rocamora, 2006, p.736) These 
events have a primary function as exclusive fashion trade shows attended by industry and press, 
rotating around the presentation of garments worn by models for on the runway, and subsequently 
observed by buyers in the showroom. Usually spanning a week, they involve the exhibition of 
designers’ work within the runway format (as an experiential event and expression of the collection’s 
aesthetic), usually accompanied by a showing of the collection in a showroom setting. Here, collections 
by participating designers can be viewed in up-close detail, and sales orders can be taken from buyers. 
104  The concept of fashion, beyond ‘literal’ notions, is discussed by Luca Marchetti and Emanuele Quinz in 
Dysfashional, introducing their exhibition of the same name which focused on the supporting phenomenon of 
fashion, and its importance in the production and experience of fashion (Marchetti & Quinz, 2007, pp.6–11).
105  In his survey of the radical architecture produced by Archigram, Simon Sadler employs the title ‘Architecture 
without Architecture’. In response, we gave Mode and Mode four the title of ‘fashion without fashion’.
106  With the haute couture shows occurring only in Paris in the middle of the year, involving designers that are accredited 
members of the Chambre Syndicale de la Haute Couture, in the Fédération de la Haute Couture et de la Mode.
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These runway events are attended and documented by industry, notably the fashion press and retail 
buyers. 
[…] if you wanted to know where a show took place, what the set looked like, what 
music was played, how fast or slow the models walked, or what it felt like to be in 
the room as Linda Evangelista, dressed in a cloud of yellow tulle, leaned back on the 
grille of a gleaming vintage Oldsmobile, Mower was right, you had to be there.
—Alix Browne, Runway: The spectacle of fashion (Browne, 2016, p.5)
Fashion shows are a spectacle; they build hype and anticipation as live presentations of designers’ 
seasonal collections and elaborate events of showmanship (Findlay, 2017). Alix Browne’s book, 
Runway: The spectacle of fashion, documents pivotal examples of the recent history of fashion 
shows as elaborate experiential and exclusive industry events. These highly-curated events often 
use elaborate sets, lighting, music and choreography to form a heightened level of theatricality and 
drama in a ‘performance that communicates the designer’s philosophy’ (Stark, 2018, p.48). The use of 
expectation and timing forms part of the hype of a fashion show. Researcher Nathalie Khan writes 
how waiting for the fashion show to begin is ‘an integral part of the experience of the catwalk show 
as a live event. But time is precious and waiting not only exemplifies anticipation, but also holds an 
explicit value in itself.’ (Khan, 2014, p.51) 
Then I sent out the invitations on dainty little cards, keeping the illusion that I was 
inviting my friends to some afternoon party rather than to a place of business.
—Lady Duff Gordon (“Lucile”), Discretions and Indiscretions, 1932 (Cited in Troy, 2002, pp.91–93)
The presentation of clothing within the fashion week system is supported and facilitated by designer 
publishing of printed materials. These might include, but are not limited to, invitations, lookbooks 
and press releases. Scholar Nancy Troy has outlined the publicity and marketing strategies of the 
salon shows of early couturiers—such Lucile and Poiret—as a precursor for contemporary formats of 
fashion week. For example, Troy notes how Lady Duff Gordon, or Lucile, used invitations to establish 
the exclusivity of her shows by imitating polite culture—a strategy which proved to be an instant 
entrepreneurial success (Troy, 2002, p.93). 
In the lead up to and during fashion week, designers share a range of graphic materials with industry 
buyers and press in support of their collections. Pecorari, for instance, notes that ‘in contemporary 
fashion the colossal creation of fashion materials, which are produced in parallel to the collection 
itself, seems to acquire more and more importance’ (Pecorari, 2013, p.60). Each season, designers 
participating in fashion week will also send out invitations, usually printed, exclusively to the industry 
figures they hope will attend their show. This ‘printed matter of the fashion industry, such as invitations 
and brochures’ as Thomas points out, ‘remain insular, distributed freely only to a select few.’ (Thomas, 
2017, p.251) Chapter 5 outlines in particular the function of lookbooks within this typology of fashion 
designer publishing in the discussion of Bless’s ‘lookbook collaboration project’. These printed 
invitations—one of the ephemeral subjects of Pecorari’s study—are made up of often-elaborate 
graphic gestures and call on numerous collaborations. Designers still feel compelled to realise their 
invitations in printed matter, despite the communication opportunities that digital media now provide 
in this context. This dependence is reinforced by the journalism that reports on fashion week. Design 
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publication Wallpaper, for instance, dedicates a regular online feature to an editorial photoshoot of 
the fashion show invitations that they receive each season (Hawkins, 2018a; Hawkins, 2018b). 
The presentation of clothing on the runway is central to fashion week. However, we see that around it 
circulates an orbit of press materials (designer publishing) and production strategies (show and event 
production), both of which are vital in the spectacle of fashion. Friction/Parade 1999 addresses these 
elaborate para-garment practices as support structures of fashion. The publication satirises the hype 
of fashion week, and the contributing role of subsidiary materials—such as publishing, press and event 
production—within the seasonal delivery of fashion. The next section outlines how.
7.2 Printed matter as clothing: Keupr/van Bentm’s Friction/Parade 1999 
Even so, having started the buzz and set the wheels of our brand PR in motion, we didn’t 
want to lose momentum and decided instead to do a very instant project so we could 
still be present in Paris during that week. That’s when we decided to make a collection 
that would only exist on paper, which is what became Friction/Parade 1999.
— Keuper (MM4, p.6).
By creating a publication instead of a collection, Friction/Parade 1999 satirises the spectacle of 
fashion week. It shifts the focus from the value of the garment itself to the experiential value of the 
presentation of the garment. Or, as scholar Luca Marchetti outlines, the ‘multiplicity of immaterial, 
sensorial, conceptual, and experiential qualities inherent to clothing production’ (Marchetti, 2016, 
p.207). This section outlines the project, and the marginal context in which Keupr/van Bentm were 
practicing, primarily discussing how their support from the Dutch government to an extent allowed 
the designers creative autonomy from the conventions of the Paris fashion week system in which they 
were included as marginal participants.
I then analyse the defining features of the publication: its written content, graphic format and its mode 
of circulation. This forms the critical position of the project as a demystification of the hype of fashion 
week. I pose that this critical gesture can be understood through the semiotic framework outlined 
in Barthes’s The Fashion System. I use Barthes’s three dialectic garments as an analytic tool for 
understanding the symbolic gesture of Friction/Parade 1999 as fashion without fashion.
a) Keupr/van Bentm, a marginal fashion practice
This meant that we could apply for grants, and start-up stipends. Therefore, there was 
not an immediate pressure to be commercial, to sell, or to make immediate compromises 
in that way. You were expected to invest in developing your artistic vocabulary. In fact, 
explicit commercial aspirations were not really supported, this created a fashion culture, 
and what I think is a specifically ‘Dutch’ approach to conceptual design. This produced a 
generation of designers adopting an approach as an autonomous artist would do.
—Michiel Keuper (MM4, p.10.).
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Keupr/van Bentm were a marginal practice in the definition of this study as they had substantial 
funding support from the Dutch government,107 which gave them relative liberty and autonomy from 
the commercial realities of the fashion industry. While the designers predominantly presented their 
work at Paris Fashion Week,108 they were not participating in the event for commercial reasons per 
se. Keupr/van Bentm were part of a generation of Dutch fashion designers—among them Viktor 
& Rolf, Alexander van Slobbe, Klavers van Engelen and Spijkers & Spijkers—that received a form 
of substantial financial government support.109 In 1988, the Dutch government decided to allow 
fashion designers to apply for art grants, and this had a remarkable effect on a generation of young, 
independent Dutch fashion (Teunisson, 2017), just as funding from the Belgian government in the 
early 1980s had on a generation of Belgian designers. Scholar José Teunisson correspondingly notes 
that this group of Dutch designers, ‘funded by art grants, adopted a probing experimental approach 
[to fashion].’ (Teunisson, 2011, p.159) This external financial support gave Keupr/van Bentm critical 
distance from the fashion industry insofar as they was not engaging with many of the commercial 
realities of fashion week, namely pressure to sell clothes to buyers in the sales rooms. In Keuper’s 
own words, ‘[w]e’re more likely to get a show at the Stedelijk museum than rack-space in a boutique’ 
(Todd, 1998, p.10).
Keuper and van Benthum framed their fashion week participation and collections as a commentary 
on the hype of the events and cultures of fashion; as Keuper explains, ‘we wanted to break away, to 
question the culture of fashion.’ (MM4, p.13). I pose that financial support allowed the designers 
critical distance to be able to do so. Like their peers Viktor & Rolf, who in their first six years of 
practice ‘made only artistic presentations without having a wearable collection to sell’ (Teunisson, 
2011, p.163), the removal of a financial imperative allowed Keupr/van Bentm conceptual and creative 
liberty.
Friction/Parade 1999 is a project made possible by these circumstances. With the support of the Dutch 
funding system, Keupr/van Bentm were able to take risks, to produce less-commercial (i.e. saleable) 
collections, and to divert the commercial function of elements of fashion practice (such as fashion 
week presentations) towards a function of reflexive critique. 
b) Friction/Parade 1999 as fashion without fashion
Produced within the commercial margins of Paris Fashion Week, Friction/Parade 1999, as a publication 
collection that replaces a clothing collection, is a commentary on seasonal fashion. Keuper and van 
Benthum were bemused by the heightened energy of fashion week where ‘[e]verybody wants to see 
the latest hot shit, who’s in and who’s out.’ (MM4, p.8). So, in lieu of producing a garment collection 
for Paris haute couture fashion week in 1999, the designers instead participated through the material 
language of a publication. The project exposes the value of the presentation of the garment by 
collapsing the invitation, lookbook and collection into one. Friction/Parade 1999, therefore, reworks 
the conventions of seasonal fashion by shifting focus from the value of the garment to the value of 
107  Keupr/van Bentm was supported by various funding bodies, including the Foundation for Fine 
Arts, Design and Architecture, Amsterdam and the Mondriaan Foundation, Amsterdam.
108  See Keupr/van Bentm’s archive blog for a full list of projects and collections: 
http://keuprvanbentm.blogspot.com/p/about.html.
109  The Fund for Visual Art, Design and Architecture (BKVB) provided 700,000 euro to Dutch fashion designers (of a 
total 23 million euro) between 1988 and 1989 (Teunisson, 2017, p.35). This funding continued into the 1990s.
114
the experience of the presentation of the garment. This section outlines the publishing approaches 
of Friction/Parade 1999 through the form, fictional narrativisation and circulation of the publication-
collection.
Figure 7.2: Spread from Friction/Parade 1999 featuring the descriptive timeline.
1. Content: An experiment of descriptive, fictional writing
no. 001 Black Hole   
3 ½ m2 of black polyesterrippleslash, cut and folded on the backseam, which is to 
be worn over a double breasted twisterpantyhose. No hems, no flowers 
—Description of the first look on the back page of Friction/Parade 1999 (MM4, facsimile section, p.26).
In the end we made what is basically an absurdist poem about Paris fashion week.
—Michiel Keuper (MM4, p.8).
The text content of Friction/Parade 1999 experiments with descriptive, fictional writing which 
imagines both the collection and a scene. At first glance, Friction/Parade 1999—a small A6 booklet—
immediately suggests a fashion invitation. The cover reads: Keupr/van Bentm and The Experimental 
Jetset are proud to invite you to the presentation of. This is followed by a spread with invitation details 
for the show, including the name of the recipient, their row and seat number, the fictional address, the 
date and the time of the show. The publication is made up only of text. With this constraint, it explores 
descriptive, fictional writing in two ways: a timeline describing the minutes leading up to an imagined 
fashion week collection, and an accompanying list of (fictional) looks in the collection that plays on 
the writing conventions of lookbooks.
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The timeline prose (illustrated in the spread in figure 7.2), which constitutes the majority of the 
publication, imagines the unfolding minutes of a fashion week event across two timeframes leading 
up to the runway show. The text describes the climactic unfolding of time in fashion week and the 
dramatic arc of a fashion show event, where every moment carries tension. For these shows, as 
writer Nathalie Khan notes, ‘[t]ime flows at different speeds and the instance of delay becomes a 
manifestation of the structure of the catwalk show’ (Khan, 2014, p.52). Keuper and van Benthum’s 
choosing to use a timeline as the subject of their text suggests a commentary on the potency of time 
in the phenomenon of fashion week. In particular how, in these events, time is a crucial aspect of their 
hype. 
Worried that reporters might get bored during the fashion parade, and that certain foreign 
journalists might not understand my intentions, I decided one day to have a short programme 
printed for them to explain the collection, provide the numbers of the dresses, and give 
the price opposite each number etc. The key to the programme was summed up in a few 
preliminary sentences. In short, a kind of targeted commentary that spoon-fed the press and 
provided them with a nice, ready-made article that could be despatched that very evening.
—Coco Chanel/Paul Morand, The Allure of Chanel, (Morand, 2008, p.114) 
In addition to the timeline, a numbered listing at the back of the publication fictionalises the looks in 
Keupr/van Bentm’s collection of garments (looks that only ever existed as descriptions). The practice 
of numbering each outfit refers to the history of haute couture in the early twentieth century, where 
couturiers designated each ‘modèle’ an exclusive number and name (Evans, 2013, p.15). This was a 
gesture oriented towards fashion journalists as it made it easier to record each look (Stark, 2018, 
p.15). Troy notes the ‘importance of the theatrical spectacle in the rituals attendant upon the sale of 
women’s clothing’ (Troy, 2002, p.88). She explains how Lucile, a pioneer of fashion presentation, put on 
elaborate salon shows set on a ‘miniature stage hung with chiffon curtains at one end of the showroom 
in her shop on Hanover Square, and hired an orchestra to play music while her mannequins paraded 
in gowns listed in a printed program.’ (Troy, 2002, p.88)
With their descriptions, Keuper and van Benthum employ the format of the garment listing. 
However, they also imagine absurd and architecturally impossible outcomes. For instance, look 11, 
‘Tribute to Leigh Bowery’, describes ‘[g]reen on blue Polka-dotted 2/3 pantalonium, attached to a 
paper-folded skeleton, standing out 1.90 metres measured from the shoulder. Light, multi-coloured 
foam-stuffed back-piece, completed with eleven metres of rhinestone trimming.’ (MM4, facsimile 
section p.26). In the interview for Mode and Mode, Keuper explains that in their interpretation of 
the lookbook convention the ‘aesthetics of the garments are imagined […] so everyone would create 
their own version of the collection.’ (MM4, p.9). This writing experiment is not only an alternative 
(textual) realisation of the clothing, but an imaginative satire of the theatrical spectacle of haute 
couture presentations as an historical practice. Keuper and van Benthum conflate writing with the 
actual garment, suggesting that even if we take away the material clothing altogether, the effect of the 
garment might still exist, given the right presentation conditions.
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2. Form: The graphic design and layout as materialisation of the concept of Friction/Parade 1999
Correspondingly, the monochromatic, minimal design and layout of Friction/Parade 1999 preferences 
the text content and materialises the conceptual aims of the project as a project of fashion language 
and imagination. The designers collaborated with graphic design studio Experimental Jetset on the 
design, and the priority given their participation is attested to by the fact that the cover also bears 
their name. While there are key aesthetic references to the formality of a fashion invitation—it is 
hand-addressed with a date, time and venue—beyond these references, the aesthetic is one of a 
hollowing-out of visual form. There is no imagery in the publication, and the design thus demands an 
engagement with the text itself in order to create an imagined image of the collection (which mirrors 
the fictionalisation of the subject event of the publication). Keuper explained this connection between 
conceptual purpose and aesthetics which informed Friction/Parade 1999 as follows: ‘It was about 
reducing the visual to a minimum, so the collection happens in your imagination.’ (MM4, p.9). This 
approach reinforced the concept of the publication—replacing both the event and physical garments 
to form a fictional collection.
3. Circulation: Sent out after-the-fact to fulfil the fictionality of the collection
Friction/Parade 1999 was sent out after the ‘scheduled’ date and time of the show printed on the 
publication—almost as if the recipient had ‘missed’ the show—in order to fulfil the fictionality of 
the collection. Nevertheless, the publication functioned similarly to a show invitation in that it was 
sent out around the time of fashion week to the designers’ in-house list of relevant industry and 
press figures attending Paris haute couture shows. As noted earlier in 7.1, sending invitations to an 
exclusive list of buyers, press and clients was practiced by early couturiers, and design houses (still) 
maintain a private list of contacts who are invited, exclusively, to attend their shows. Invitations—and 
the judicious choice of those who receive them—are an entrepreneurial strategy (of exclusivity and 
artificial scarcity) which adds to the theatricality of a fashion show. Clark has written of the poetic 
and aesthetic dimensions of the show invitation, with its capacity to generate anticipation and intrigue 
in the lead up to the collection’s release. Her essay, ‘A Note: Getting the Invitation’, describes how 
invitations 
exist as a very potent communication and as a seed of intention sent from the designer 
directly to his/her audience, to the very people who will decide on the validity of a collection 
and as such often carry, in some symbolic way, the clue to a collection. (Clark, 2001, p.4)
Clark links the hype and tension of seasonal fashion to the materiality of printed matter, arguing that 
the fashion show invitation can also have the characteristics of an ‘event’. Friction/Parade 1999 realises 
Clark’s proposal but goes a step further in subverting this dynamic, as there was no show to attend. 
In other words, the invitation was the only event. The fact that Friction/Parade 1999 was circulated as 
an authentic invitation, addressed to an exclusive list of industry recipients, but in the days after the 
specified date, is vital to creating the conceptual function of the project as a publication-collection, 
as it created the conditions so that the recipient would have no way of knowing whether the event 
occurred or not. 
I have demonstrated that, in its content, format and mode of circulation, Friction/Parade 1999 is a 
publication that does not just support (as a lookbook does) a clothing collection, but stands in for it. 
The publication intended to satirise the spectacle and theatricality of these events as promotional 
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activities, forming a critique by experimentally reordering the conventions associated with the ritual of 
fashion week. 
One way to understand this reordering gesture of Friction/Parade 1999 is through the semiotic 
framework of Roland Barthes’s The Fashion System. In the next section, I outline Barthes’s proposal 
of the three garments of fashion as an analytic tool for understanding Friction/Parade 1999.
a) Friction/Parade 1999 as restructuring Roland Barthes’s three dialectic garments
The twin set makes a noted appearance.
—Roland Barthes, The Fashion System, 1967 (Barthes, 1990, p.87)
Barthes’s conceptual framework of ‘written clothing’ as an understanding of the construction of 
fashion, posed in The Fashion System, offers a framework for the fictionalising gestures of Friction/
Parade 1999. 
Barthes’s study is fundamental to discourses around the role of text within fashion magazines, and in 
the making of fashion, which he deemed as a semiotic system. The Fashion System is thus a detailed 
study of the semiotic language of fashion. In it, Barthes proposes three dialectic (or trialectic) 
garments: ‘image-clothing’, ‘written clothing’ and ‘real clothing’. The relative production of these form 
the symbolic construction of fashion (Barthes, 1990, p.3). ‘Image-clothing’ refers to the symbolic 
production of fashion through fashion photographs or illustrations; ‘written clothing’ is that which 
is described in the form of articles and captions on the pages of fashion magazines (such as: ‘[t]he 
twinset makes a noted appearance’); and ‘real clothing’ is the material garment that we experience in 
stores (and potentially buy and wear). The book poses that potent text and images (such as those in 
fashion magazines) act not only as critical support structures in the making of fashion, but also with 
equal priority and in tandem with ‘real clothing’. According to Barthes, ‘written clothing’ symbolises 
fashion that is generated through the descriptive language of the fashion magazine, which he describes 
as ‘a machine that makes fashion’ (Barthes, 1990, p.51). 
Friction/Parade 1999 can be understood as the materialisation of a radical reordering of Barthes’s 
framework. I argue that the publication form stands in for the fashion show presentation and 
collection—as discussed prior, it becomes the event through a satirical use of the typology of the 
invitation. Thus the publication, or ‘written clothing’, stands in (or is the only material reference) for 
both the ‘real clothing’ and ‘image clothing’. Where in a conventional understanding of the hierarchy of 
the three garments, the ‘real clothing’ is understood to be the primary element which the image- and 
written-clothing ultimately signify, in Friction/Parade 1999 the image- and real-clothing are entirely 
dependent on the written-clothing (and the imagination of the reader, in order to fulfil the semiotic 
understanding). Through this reordering, Friction/Parade 1999 not only prioritises but also replaces 
printed matter and writing in order to de-materialise fashion, and thus form a new hierarchy of 
clothing in the production of fashion—one that more ably reveals the interplay of these three semiotic 
garments.
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7.3 De-materialisation of fashion
Friction/Parade 1999 contributes to a larger history of practices and projects which replace ‘real 
clothing’ with ‘written clothing’. In this section, I outline some key projects by fashion and art 
practitioners that are relevant to the construction of Friction/Parade 1999 as what I term ‘fashion 
without fashion’. While a discussion of fashion projects constituted in non-clothing mediums could 
encompass a diverse range of practices, I limit this section to projects that interrogate fashion by 
replacing or performing the clothing garment through writing and printed matter.
a) Fashion without fashion: Text as clothing
The angel slipped his hand 
Into the eye fruit basket 
Stopping car wheels 
And the giddy gyroscope of the 
human heart 
L’ange a glissé sa main 
dans la corbeille l’œil de fruits 
il arrête les roues des autos 
et le gyroscope vertigineux
—Tristan Tzara, ‘Robe-poème’ (‘Dress poems’), later collected in the 
publication 27 tableaux vivants (1969)110 (Tzara & Muth, 2015, p.307)
In section 2.3, I introduce the experimental and collaborative project ‘Robe-poème’ (‘Dress poems’) 
by Delaunay and Tzara, and how it explored the conceptual territory of ‘written clothing’ in a ‘rare 
instance of an attempt to write fashion’ (Tzara & Muth, 2015, p.305). The project levels the semiotic 
dependency of the ‘written clothing’ (the poems written by Tzara) with the ‘image clothing’ (the 
designs created by Delaunay) through an experimental method of putting form to clothing through 
poetry (and, as with Friction/Parade 1999, effectively deprioritises the ‘real clothing’). As with the 
‘Robe-poèmes’, Friction/Parade 1999 uses experimental writing as an unconventional method to 
materialise clothing.
The Fashion Show Poetry Event is not only fashion, poetry, and art, it is where these 
arbitrary categories overlap and as categories dissolve and become irrelevant.
—Hannah Weiner, ‘The Fashion Show Poetry Event Essay’ (Weiner, 2006, p.57)
110  The series of texts and illustrations were originally conceived as individual works but were later 
collected in the publication 27 tableaux vivants, published in 1969 by Galleria del Naviglio.
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‘The Fashion Show Poetry Event’,111 a 1969 performance organised by poet Hannah Weiner, fashion 
designer and artist Eduardo Costa and poet and critic John Perreault, is another project relevant 
to Friction/Parade 1999, as I argue that this event proposed ‘written clothing’ as ‘real clothing’. The 
event was a narrated catwalk performance staged at the Center for Inter-American Relations in New 
York. The experimental performance brought together artists and poets (including Andy Warhol, Les 
Levine and James Lee Byars) who responded to instructions from the organisers to make clothing, 
the results of which were shown alongside poetic commentary in a presentation emblematic of the 
early salon presentations discussed previously in this chapter. Framed sincerely as a fashion show—
but otherwise very much identifying as an art project—the performance was supported by a press 
campaign which targeted fashion media and magazines. The project had the conceptual ambition to 
explore language and fashion through a collaborative exchange between poets and artists, asking 
artists to create the writing and costumes that were performed in the event. Like Keuper and van 
Benthum, the organisers of ‘The Fashion Show Poetry Event’ were interested in the evaluation and 
aesthetic critique of fashion as a commercial spectacle through an experimental approach to the 
various support mechanisms of text and publicity. Weiner describes their intentions as wanting ‘to 
move outside the limitations of the printed word, to move away from personal expression, and to 
present a fictionalized version of a real-life event that would appeal to an audience accustomed to 
sophisticated perception of visual phenomena.’ (Weiner, 2006, p.57) 
The matching A-line skirt has a box pleat at the front, with one side split 
for comfort and ease when walking. The accompanying silk shirt has a 
long collar, which can be leisurely tied and draped at the neck.
—Captions by curator Paola Di Trocchio for ‘Imagining Chanel’, presented 
at MUMA (Monash University Museum of Art) (Varcoe, 2014)
In a more recent project, artist and designer Adele Varcoe112 used written descriptions to perform the 
function of ‘real clothing’ in the performance event ‘Imagining Chanel’.113 ‘Imagining Chanel’ invited 
visitors to view a fashion presentation of garments in which the clothes were materialised as language. 
The performance was staged in the style of haute couture salons: the performer read captions 
describing the clothing of a naked model who moved through the gallery space. For a Melbourne 
performance, the project sourced descriptions of garments written by curator Paola Di Trocchio 
based on Chanel garments from the archive of the National Gallery of Victoria. As in Hans Christian 
Andersen’s short story ‘The Emperor’s New Clothes’, in ‘Imagining Chanel’ clothing is constructed 
through imagination, which itself is created through performed textual description. In doing so—as 
with Friction/Parade 1999—the project physically replaces ‘real clothing’ with performed ‘written 
clothing’ in a context where ‘real clothing’ is conventionally paramount—i.e. on a model’s body, in a 
catwalk presentation.
111  The ‘Fashion Show Poetry Event’ was held at the Center for Inter-American Relations in New York on 14 January 
1969, and featured poetry by Eduardo Costa, John Perreault and Hannah Weiner alongside fashion creations by 
James Lee Byars, Enrique Castro-Cid, Eduardo Costa, Allan D’Arcangelo, Rubens Gerchman, Alex Katz, Nicholas 
Krushenick, Robert Plate, Sylvia Stone, Marisol, Les Levine, Andy Warhol, Hannah Weiner, Alfredo Rodriquez Arias, 
Juan Stoppani, Susana Salgado, John Perreault, Marjorie Strider, James Rosenquist and Claes Oldenburg.
112  Adele Varcoe is a Melbourne-based artist and researcher in fashion whose performative projects regularly explore 
immaterial constructions of fashion as an experience rather than a physical artefact. See: www.adelevarcoe.com.
113  ‘Imagining Chanel’ was held between 2012 and 2014 in gallery venues in Melbourne, Sydney and London.
120
b) Art without art: publicity and publication as artwork
The projects described above reflect the ways in which writing and performance can be used to 
construe ‘written clothing’ in place of ‘real clothing’. In Friction/Parade 1999, a productive combination 
of experimental writing, graphic design and distribution function to materialise fashion in a way that, 
I argue, makes primary the role of ‘written clothing’. The projects cited above replace ‘real clothing’ 
with ‘written clothing’ through performance. Friction/Parade 1999 instead uses designer publishing 
and publicity methodologies in its reordering gestures. As such, I look to projects in art—particularly 
the work of artists during the early Conceptual art period—as historical precursors of the ‘de-
materialisation of art’ (Lippard, 1973). I pose that the gestures of these works embody a similar 
aim towards the reordering of material and semiotic forms as Friction/Parade 1999. This section 
outlines key art projects that reflect a shift from ‘publishing for artistic practices’ to ‘publishing as 
artistic practice’ (Gilbert, 2016, p.7). While I recognise that there is a rich history of art practices that 
explore publishing methodologies in relation to art making, I limit this section to key projects from 
the Conceptual art period that were formative in exploring the forms of ‘publication as artwork’ and 
‘publicity as artwork’. These projects thus help frame Friction/Parade 1999 as a ‘de-materialisation’ of 
fashion.
Within the emerging group of Conceptual artists in the 1960s, artists began to explore alternative 
modes of producing works of art through channels of communication and publishing, including 
magazines, newspapers, books, exhibition catalogues and other ephemera. For artists, publishing 
provided an alternative—and potentially more autonomous—medium from what they saw as an 
increasingly commercial art world, and a platform for experimental, creative and conceptual practices. 
This interest in the ‘de-materialisation’ of art was motivated by a critique of the status of the art object 
as a commodity, and a heightened evaluation of the role of the conceptual basis of an artwork. Curator 
and scholar Lucy Lippard links the term ‘Conceptual art’ with the kind of artwork ‘in which the idea 
is paramount and the material form is secondary, lightweight, ephemeral, cheap, unpretentious, and/or 
“de-materialized”’ (Lippard, 1973, p.vii).
Curator Seth Siegelaub’s Untitled (Xerox Book) from 1968 is an early exemplar of this practice, 
creating an exhibition in the form of a book. The exhibition publication consisted of a series of 
photocopied pages, with commissioned artworks by key conceptual artists Lawrence Weiner, Robert 
Morris, Joseph Kosuth, Douglas Huebler, Robert Barry, Sol LeWitt and Carl Andre. The project 
represented a publication as exhibition, ‘reflecting the use of the book as the literal and physical site 
of the work’ (Drucker, 1995, p.322). As with these projects, Friction/Parade 1999 is the ‘physical site’ 
of the fashion collection, performing the function of the collection through the content, form and 
circulation of a publication.
Modern and contemporary art rely as much on hype 
and celebrity as they do on creativity and innovation.
—Christopher Howard, 
The Jean Freeman Gallery does not exist (Howard, 2018, p.51)
Another relevant project from this period is the Jean Freeman Gallery, a fictional gallery constructed 
through advertising and press releases. It was created by artist Terry Fugate-Wilcox who, from 
1970, placed advertisements in consecutive issues of Artforum, Art in America, Arts Magazine and 
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ARTnews, as well as sending press releases about the gallery to figures in the art industry (critics 
and journalists). Located at the fictitious venue of ‘26 West Fifty-Seventh Street’ (a fake address in a 
central art district of Manhattan), Fugate-Wilcox’s aim was to ‘expose the political structure of the art 
scene.’ (Gardner, 1990, p.137) Using art magazines and publicity materials as his medium, the project 
‘synthesized the major aesthetic issues of its time—publishing and publicity, documentation and 
dematerialization, serialism and process, text and image—in novel, clever and incisive ways.’ (Howard, 
2018, p.2) The critical position of the project was an attempt to expose aspects of spectacle in the art 
system, and its increasing reliance on publicity and advertising. Friction/Parade 1999 adapts these aims 
in a new time and cultural context: Keuper and van Benthum were exposing the way in which the 
spectacle of fashion is generated through a range of supporting production activity and publicity.
Artist Robert Barry’s 1969 ‘Closed Gallery’ works are another exploration of publicity-as-artwork. 
These consisted of three printed invitation cards for exhibitions in Amsterdam, Turin and Los Angeles. 
However, those who received the invitation and went to either of the galleries found them to be shut. 
Barry’s later work, ‘Invitation Piece’ (1972-3), also explored the use of printed press material as the 
site of the artwork. In this work, a chain of invitations endlessly referred its recipients to another 
gallery within a loop. The first invitation was sent out by Paul Maenz Gallery in Cologne, inviting the 
recipient to an exhibition at Art & Public in Amsterdam, which in turn referred to the next exhibition, 
and so forth. No work was shown; instead, the performative circulating of the invitation was the work. 
Both these projects, like Friction/Parade 1999, reflect not only the use of the invitation—a publicity 
material—as the medium of the artwork, but also the act of circulation as the artwork. Additionally, 
they share a form of satirical energy, whereby the conventions of a cultural system are exposed by 
being turned on themselves.
For these Conceptual artists, publishing, advertising and publicity became useful, both as medium 
and object of enquiry, precisely because it had otherwise been deemed as subsidiary to the work of 
art itself. Kosuth, for instance, used the circulation of advertising as the site of an artwork in the series 
‘Second Investigation’ (1968). In these works, Kosuth infiltrated television, radio, newspaper and 
magazine media platforms around the world by taking out ads that showed excerpts from Peter Mark 
Roget’s Thesaurus (Welchman, 2015). Using publicity as his medium, Kosuth ‘harnessed the medium 
of distribution—widely circulating newspapers and magazines—[which] at once supplied the work 
with the potential to reach an unprecedentedly large audience while problematizing its use value.’ 
(Alberro, 2003, p.49) The project similarly asserted the art object as commodity by replacing it with 
printed matter.
In critiquing the advertising and publicity of the art system, however, the Conceptual art project 
had its side effects. In their strategy to de-materialise and de-commodify through publicity and 
publications, artists ultimately created a new form of commodification. This was particularly 
problematic in the context of the art magazine, as publications like Artforum (where these artists 
took out their publicity-artwork) also featured advertising for commercial galleries, offering those 
advertisements a new aesthetic value. Author Alexander Alberro notes that ‘conceptual art strove 
to negate the commodity status of art but failed’ (Alberro, 2003, p.4) and instead contributed to the 
art system—a system that is mediatised in part by art magazines. They were reproducing the thing 
they were critiquing and, in turn, adding cultural value to these cultures. The play of commerce and 
aesthetics within art magazines thus reflects their role as a site of both ‘publicity and counterpublicity’ 
(Allen, 2016, p.9). This tension has complicated the history of Conceptual art practices—which 
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explores publishing and publicity methodologies in relation to art making—and similarly complicates 
Friction/Parade 1999’s usage of the conventions of fashion week. 
In their intentions, the projects discussed here reflect a complete shift from ‘publishing for artistic 
practices’ to ‘publishing as artistic practice’ (Gilbert, 2016, p.7). Friction/Parade 1999 reflects a similar 
shift from publishing for fashion to publishing as fashion through the form, content and circulation of 
fashion’s publicity materials and their mutual dependencies towards both fashion events and physical 
garments. 
I came to the position of this particular nature of Friction/Parade 1999 through insights formed 
through the research for and practice of the interview with Keuper for the issue. This led to the 
decision to use a facsimile of the original Friction/Parade 1999 within the issue of Mode and Mode. 
The next section outlines how this fourth issue, through experimental editorial publishing methods, 
examined the recirculation of a publication through the distribution of another publication, in order to 
rematerialise Friction/Parade 1999.
7.4 Mode and Mode four: Ephemera recirculation
Taking Friction/Parade 1999 as its editorial focus, the fourth issue of Mode and Mode 
examined the recirculation of a publication through the distribution of another 
publication. I argue that this is an important marginal artefact and project in both the 
historical context of Dutch design and as a novel approach to the material conventions 
of fashion. In other words, Friction/Parade 1999 exemplifies potential conceptual 
function of marginal publishing. In the selection of Friction/Parade 1999 as a subject 
for Mode and Mode, we saw that the publication was at risk of disappearing (and 
was initially only made available to an exclusive audience), and understood that an 
experimental publishing approach could recirculate the project to a new and wider 
audience in a context that specifically frames Friction/Parade 1999 as a key project of 
conceptual fashion.
We chose to explore Friction/Parade 1999 in the context of Mode and Mode for the way 
in which the project demonstrates marginal publishing tactics. Through a method of 
experimental publishing, representing the knowledge-through and knowledge-about 
model described in 3.4, this issue tested how a publication can rematerialise and 
recirculate ephemeral fashion designer-generated printed matter through a facsimile. 
This section outlines the aim (to rematerialise the ephemeral) and editorial methods 
(through an interview with Keuper and the facsimile of Friction/Parade 1999) of the 
fourth issue of Mode and Mode in relation to the analysis covered in the first three 
sections of this chapter. I outline the practice-based findings that these methods 
generated through the editorial activity of Mode and Mode, both about this project and 
about publishing practice in fashion more broadly.
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Figure 7.3: A spread from Mode and Mode four showing the facsimile of the opening page of Friction/Parade 1999.
a)  Testing the recirculation of Friction/Parade 1999, 
through the distribution of Mode and Mode four 
In the first three sections of this chapter, I establish the publishing approach of Friction/
Parade 1999 and how they represent a commentary on the spectacle of fashion weeks 
through a reordering of Barthes’s framework of dialectic garments. Friction/Parade 
1999 was circulated as an exclusive invitation, and thus subject to the conditions of 
this type of ephemeral media. Mode and Mode sought to counter this by rematerialising 
the project within the pages of the issue. Thus, the aim of the editorial experiment of 
Mode and Mode four was to test how a facsimile can restore ephemeral fashion designer 
publishing and allow renewed access to a historical project, overriding the exclusivity 
of its original context. 
As Friction/Parade 1999 was the collection for Paris fashion week that season, in the 
editorial context of Mode and Mode four we aimed to reproduce the publication as a 
facsimile at a 1:1 scale, and thus the collection itself.
b)  The facsimile as an experimental publishing strategy
For the ways in which, outlined above, Friction/Parade 1999 represents marginal 
publishing, we chose to explore this project in the context of an issue of Mode and 
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Mode. In every issue of Mode and Mode we do not begin with a set format, but with a 
subject and a number of serialised conditions. The starting point for this fourth issue 
was the interview with Keuper, which occurred in his studio in Berlin in 2016.
Section 3.5 of this thesis outlines the editorial interview (one of the few consistent 
aspects of Mode and Mode) as an archival method in which to capture practitioner 
insight on publishing practice in the form of firsthand description and reflection. In 
this case, the results of the interview—quotes from which are cited in this chapter—
produced insights on the creative and cultural context in which Keupr/van Bentm was 
working, as well as the motivation for and realisation of the project as a commentary 
on fashion. This was particularly useful since little has been captured about Keupr/van 
Bentm (unlike their Dutch colleagues Viktor & Rolf and Alexander van Slobbe, whose 
practices have been documented in dedicated fashion monographs)—particularly in 
the context of this distinct generation of Dutch designers. Keuper himself maintains an 
archival blog online with images and brief descriptions of some of the activity of the 
designers, but little else is published on their work. The interview, therefore, provided 
new insights on how Keupr/van Bentm were practicing, as well as insights specific to 
Friction/Parade 1999.
Once the interview was completed, the next editorial phase of the issue considered 
the conceptual and format conditions of Friction/Parade 1999. We decided to include 
a facsimile of the original publication to materialise the project and allow renewed 
access through the context of Mode and Mode. Keuper gave me a copy of Friction/Parade 
1999 at the time of the interview and, working with both Mode and Mode designers and 
graphic design studio Experimental Jetset, with whom the designers collaborated on 
the original project, we included a 1:1 copy within the issue. This issue of Mode and 
Mode was therefore a platform to instrumentalise a redistribution of the publication 
within our circulation. 
This facsimile (which can be seen in the spread shown in figure 7.3) dictated other 
design aspects of the issue. Foremost, the physical scale of our publication was led by 
this subject, resulting in a size only slightly larger than A6. The decision to include the 
scanned copy of Friction/Parade 1999 against a black background was a graphic strategy 
to create a defined space that separated the copy from other content in the issue. 
We also decided to make the entire issue monochrome, and text only, extending the 
conceptual conditions of the original publication—which proposed that text can ably 
perform or conjure images of fashion—to Mode and Mode. 
Section 7.2, sub-section b), outlines the publishing approach of Friction/Parade 1999 
in terms of the form, written content and circulation that establish the conceptual 
framework of this project as fashion without any physical clothing. For Mode and Mode, 
the aim was how to best represent these conditions in the context of the issue to 
demonstrate how Friction/Parade 1999, as a marginal publication, satirically critiques the 
conventions of seasonal fashion. 
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c)  Findings from Mode and Mode four: Recirculating ephemera in the form of a publication
Through the editorial method of reprinting a facsimile of one publication within 
the context of another, Mode and Mode four produced understandings on Friction/
Parade 1999, as well as on experimental publishing. The issue explored the effects of 
recirculating the ephemeral to override the exclusivity of its original and allow renewed 
access to Keupr/van Bentm’s project. This editorial experiment produced the following 
findings:
1. Friction/Parade 1999 and recirculating the ephemeral
By changing the focus from the value of the garment itself, to the value of the 
experience of the presentation of the garment, the central gesture of Friction/Parade 
1999 is a conceptual satire of the spectacle of fashion week. Keuper and van Benthum 
are critiquing, in part, the exclusivity and ‘event value’ of this system and Mode 
and Mode extends this action by recirculating their project and sharing it with new 
audiences in a historicised format. In other words, the issue remade and remediated 
the ephemeral original Friction/Parade 1999, reforming it outside the exclusivity of 
fashion designer publishing. This act reflects a way of sharing historical material at 
a scale as close to the original as possible to enable new readings of the project in a 
contemporary context (and a post-digital fashion industry). 
The use of facsimiles is a recurring editorial method of Mode and Mode, reflecting 
authors Bobin and Villeneuve’s perspective that reprints can ‘open up the field of their 
potential readings’ (Bobin and Villeneuve, 2016, p.16). The use of facsimiles across 
several issues of the serial project is outlined in sub-section ‘d) Facsimile as archival 
method’ in section 3.5. For example, in the fifth issue of Mode and Mode on Hessel 
(outlined in the next chapter 8), the use of a reprint contributes understandings on 
how an archive can circulate in contemporaneous relation to its context. In the context 
of this fourth issue, the facsimile was a way of remediating the original, specifically to 
counter the conditions of the exclusive original.
2. Findings towards experimental publishing
The fourth issue of Mode and Mode demonstrated the mirroring logic of the subject 
and approach of this serial project. While other issues already discussed directly 
sought to mirror the marginal publishing strategies of their subject (for instance, in 
Mode and Mode two and its featured editorial practice, Bless’s ‘lookbook collaboration 
project’), here the mirroring is in an indirect or automatic mode. That is, the use of 
a facsimile of Friction/Parade 1999 within the open aesthetic framework of Mode and 
Mode inevitably meant that the issue took on and extended the graphic and material 
form of the original. Thus, a mirroring action of one practice (Friction/Parade 1999) 
through another practice (Mode and Mode) showed how, in an experimental publishing 
framework, one publication can adapt the aesthetic and editorial approaches of 
another; a practice mirroring another practice.
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7.5 Emerging conclusions
Issue four of Mode and Mode, and this chapter, examines a project that replaces ‘real clothing’ with 
‘written clothing’ in the publication-collection Friction/Parade 1999. In this project, designer Keupr/
van Bentm reject the conventions of display in seasonal fashion through experimental writing, graphic 
layout and the mode of circulated. Friction/Parade 1999 can thus be understood as a rearrangement of 
Barthes’s semiotic framework of fashion’s three garments, commenting on the publicity spectacle of 
fashion week as an exclusive industry event by replacing the collection with a publication. Significant 
to this chapter, and the issue of Mode and Mode on which it is based, is the way in which these 
qualities reflect the potential of marginal publishing. 
The corresponding issue of Mode and Mode explored these marginal tactics by experimenting with 
the effects of materialising one publication within the form of another publication. This was done, 
primarily, through the recirculation of Friction/Parade 1999 through a facsimile of the original in 
the context of the issue. In this, the issue aimed to historicise an otherwise exclusive, ephemeral and 
event-based publication (which functioned as the key site of a particular fashion project) in the 
context of a serial publication, bringing it into new dialogue with contemporary fashion discourse and 
practice. In considering the research question of what does it mean to publish fashion?, this chapter, 
and the experimental practice outcome of Mode and Mode, outlines certain approaches of marginal 
publishing, and how the remediation of one marginal publication in the context of another can have a 
mirroring effect. 
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8. Mode and Mode five ‘Helen Hessel’ with Mila Ganeva
Figure 8.1: Cover of Mode and Mode five, ‘Helen Hessel’, 2018, featuring an image by Jeanne Hendrey.
8.0 Introduction
This chapter, and the corresponding issue of Mode and Mode, explores experimental fashion 
publishing—as chapter 7 and Mode and Mode four did—as a mode for addressing the marginalisation 
of the work of a historical figure (or project). This examination is embodied in the fifth issue of Mode 
and Mode, which looked at the written work of German fashion journalist Helen Hessel114 within a 
particular period of modernisation of the fashion media industry. 
This issue was the first to deal with an historical figure—Hessel was active as a fashion journalist 
between 1921 and 1938. The aim of examining her work in the context of Mode and Mode was to 
recirculate and re-evaluate her writing, which has been subject to the marginalisation of history and 
114	 	Hessel	(b.	Berlin	1886,	d.	Paris	1982)	was	fictionalised	as	the	character	Kathe	in	François	Truffaut’s	film	
‘Jules et Jim’ (1961), which was based on the semiautobiographical debut novel by Henri-Pierre Roché 
documenting the love-triangle friendship between Roché (Jim), Helen and her husband, writer Franz Hessel.
128
discourse. In making the issue about Hessel, we aimed to test how the production and distribution of 
a publication can represent historical material (in particular, Hessel’s work as a journalist in the early 
twentieth century) in relation to contemporary discourse in a way that ‘can be made use of in the 
present’ (McDowell, 2016, p.298). This relates to the broader aims and editorial approaches of Mode 
and Mode as a serial archival practice, outlined in section 3.5.
This chapter outlines why and how Hessel was selected for the context of this issue of Mode and 
Mode, to test how Hessel and her writing can be recirculated and gain a second look. This is an effort 
to address the question: what effect can publishing at the margins have on the decay and loss of 
circulation of valuable historical practices? I aim to show that Hessel in particular is a figure whose 
work has been marginalised in contemporary fashion discourse, and I address this in the contextual 
review by discussing her work in the context of early fashion writing and writing on fashion in section 
2.2. I argue that the marginalisation of Hessel is a condition of the transience of both the journalistic 
medium in which she worked, and the content she focussed on—fashion. In response, I argue for a 
re-evaluation of Hessel’s work as a productive intersection of fashion journalism, aesthetic philosophy 
and industry writing practice.
To test this, the fifth issue of Mode and Mode, following the experimental practice model of producing 
knowledge about and knowledge through, published new materials related to Hessel’s work (in the 
form of translations, archived letters and an interview with scholar Mila Ganeva). This was done in 
order to a) examine her relations to other important discourses of the time, and b) contextualise 
her work within the historical role of both fashion journalism and early writing practices inside and 
adjacent to fashion. 
I first outline this approach as one that aims to bring attention to and re-circulate historical and 
lesser-known practices in the context of contemporary fashion discourse. I then contextualise Hessel 
and how her work represents a pivotal cultural period for fashion journalism, one that had a particular 
role in the early philosophies of fashion and that constructed fashion as intrinsically connected to 
modernity. I then discuss how her work also reflects a mode of experimentation that was influenced by 
her connections to literary circles in Paris and Berlin, and the particular cultural context and scene in 
which she was involved. 
How this material has been approached in Mode and Mode is then analysed in the final section. 
This outlines how Hessel’s work in this context can bring renewed attention and value in relation to 
contemporary fashion publishing.
8.1 Publishing as recirculation of history and addressing imbalances
The conceptual mission of Mode and Mode is to put practices at the historical and industrial 
margins into continued circulation, in order that these practices might come into contact with wider 
contemporary fashion discourses. As much as this function is editorial, it is also a type of memory—
exploring how new fashion publications can help to remember prior ones (and not only as images, but 
also in the particular fullness of their concepts and contexts).
I frame this conceptual mission as one to rescue marginalised historical, media-based material. 
Through this, I argue that a serial publishing project has an archival function which relates to the 
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production of new orientations towards recent practices and emergent discourse. Mode and Mode 
explores the effects of recirculating the work of an historical figure as an alternative archival practice 
within an editorial context through the a) selection; b) expansion/transposition; and c) recirculation of 
otherwise-marginalised material.
Recirculation, and thus reuse, of history has been a key feature of the mission of Mode and Mode 
and forms the logic of many of the editorial outcomes of the publication. Our aim is to level these 
lesser-known, experimental fashion practices with contemporary fashion discourse. This use of a 
publication as a serial archive and alternative archival practice relates to the intentions of the project 
to re-evaluate contemporary fashion discourse and practice in the context of how publishing practices 
are assessed. This also reflects the aim to explore how publishing and printed matter—often deemed 
as the supporting cast of fashion—might shift some existing hierarchies to be reweighted within the 
fashion industry. 
Issue five is key to the development of this approach. In this particular issue, Mode and Mode aimed 
to put Hessel’s writing into new circulations through an anthologisation of her work and context—
including the translation of two of her articles from German to English, the publication of a collection 
of her letter correspondence, as well as an interview with Hessel scholar Ganeva.
8.2 Helen Hessel, a fashion journalist in the margins of history 
The toque tipped forward over the forehead, a style we owe to the Manet exhibition, 
demonstrates quite simply our new readiness to confront the end of the previous century.
—Helen Hessel, Vom Wesen der Mode (The Nature of Fashion), 1935, quoted 
in Walter Benjamin’s Arcades Project (Benjamin, 1999, p.72) 
I turn now to an examination of Hessel’s work and milieu in order to offer context as to why we chose 
her work as an exemplary subject for an experiment in publishing as recirculation of history. I argue, 
specifically, that a) she was working in a key period for the development of fashion journalism as the 
expression of the spirit of a particular modernity, and b) that her work was a particularly sophisticated 
embodiment of this professional practice, combining impressionistic style with other literary forms.
As discussed in section 2.1, the early twentieth century was a formative period for fashion journalism 
and criticism, and its media platforms. In this period, the philosophic and symbolic condition 
of fashion as an essentially temporal concept was formed. Correspondingly, fashion media was 
understood to be ephemeral. This is cultural context of Hessel’s writing and her work, despite its 
flagging circulation, represents key aspects of the development of the relationship between fashion 
journalism and fashion philosophy in modernity.
a) Archiving journalistic practices
Hessel worked for German newspapers between 1921 and 1938, largely during the Weimer period in 
Berlin and Paris, reporting on diverse aspects of fashion between these two cities. Her writing gives an 
impressionistic picture of fashion and broader culture at the time. In fashion supplements for German 
newspapers, she described—from her individual perspective—her experiences of the studios, designer 
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salon shows and newly established department stores of the time. This material provides a textural, 
phenomenological account of the fashion of the time and, as I will argue, also bears connections 
to more literary and experimental writing practices. However, her writing is rarely discussed in 
comparison to other sources of the time.
Fashion media (and by association, fashion writers)115 is often marginalised by history as a result 
of the nature of the ephemeral medium. It is a medium that is changeable, regularly updated with 
new articles or content, and this is the nature of the profession that historical fashion journalists are 
subjected to. Further, periodical publications (such as magazines and newspapers) from the early 
twentieth century are no longer in circulation. Access to them is increasingly limited—likely only 
accessible in certain academic libraries or archival collections—unlike printed books or works of 
literature, which continue to have a more public life and established circulation. 
There is also a tendency for writings in fashion journalism to be overlooked in favour of 
contemporaneous philosophical accounts of the spirit of times. As Ganeva notes in her introduction 
to Women in Weimar Fashion, fashion journalism in Hessel’s time occupies a ‘relatively marginal 
status vis-à-vis now canonical works of Weimar modernism.’ (Ganeva, 2008, p.5) Early German 
fashion journalists (who were generally female) were ‘drawn into an already existing male-dominated 
philosophical and sociological tradition of debating fashion and modernity, a tradition associated with 
the names of Georg Simmel, Thorstein Veblen, and Werner Sombart.’ (Ganeva, 2008, p.2) Ganeva 
argues, however, that the writing of fashion journalists is a cultural and professional practice that 
is historically valuable (additional to philosophical writing and literature from the period). It is an 
account of real-time attempts to understand the changing conditions of fashion and culture in general 
in modernity. She notes that ‘while the male theorists were abstractly interested in fashion’s function 
within capitalism, their female counterparts in the 1920s were involved—through their writing—
primarily in “self-fashioning,” that is, creating and interpreting their own fashionable images.’ (Ganeva, 
2008, p.2) 
Despite this, articles of historical fashion media offer valuable source material for understanding 
cultures of fashion and reconstructing a particular time and place in history. In The Mechanical Smile 
(Evans, 2013), Scholar Caroline Evans describes the development of the first fashion shows in France 
and America in the early twentieth century, and the dynamic role of the fashion mannequin. She 
draws extensively on contemporaneous journalistic sources, including newspapers and magazines, 
as primary material to construct a history of fashion shows (via, for example, reports in journalism) 
as they emerged and were documented in the early modern period. These sources contextualise her 
115  A similar situation occurs with writing in fashion in Italy in the early twentieth century. In her research on fashion 
writing and its discourse under the fascist regime in Italy, in particular the writing of Cesare Meano and female 
writers who worked for the fashion magazine Bellezza, Paulicelli notes how ‘[e]ven in Italy, this material has not 
received theoretical attention either by dress or by cultural historians, but as I hope to show, it is indeed an 
important source to further our understanding of the intimate relationship between fashion and cultural and social 
history and for an insight into the hidden sides of fascist Italy.’ (Paulicelli, 2004, pp.4–5) Theorist Gabriele Monti 
further notes that, at this time in Italy, ‘[t]]he role of woman journalists in the 1940s and 1950s was fundamental 
not	only	in	bringing	the	image	of	Italian	fashion	into	focus,	but	also	and	above	all	in	sparking	off	a	process	of	
self-awareness through comparison with the rest of the world, and above all Paris.’ (Monti, 2016, p.37)
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exploration with descriptive accounts of the fashion industry, despite the fact that this genre of writing 
is rarely recognised as standalone work within literature.116 Ganeva notes that Hessel’s 
published journalistic accounts allow us not only to recreate the thriving fashion culture in 
the second half of the interwar period but also to gain insight into the fashion theme as an 
occasion for dynamic interplay between life and writing, personal freedom and professional 
realization, business and pleasure. (Ganeva, 2015, p.3) 
b) Hessel, fashion journalism and fashion philosophy
Section 2.1 and 2.2 discuss how, in the early twentieth century, fashion journalism became a 
recognisable profession, with the modernisation and technologisation of the fashion industry in the 
context of a growing number and range of fashion magazines. During this time, fashionable dress 
became subject to distinct seasons through press and salon presentations and, correspondingly, fashion 
journalism became a defined profession. The seasonal format of the fashion industry formalised as 
couturiers began showing their work in-house salon presentations at the start of the twentieth century; 
with the professionalisation of fashion journalism, fashion developed its own particular temporality. 
With the regular, seasonal presentation of fashion by couturiers, fashion became linked with the 
concept of ephemerality and volatility, often in relation to the timeless character of art (Troy, 2002, 
p.77). The writings of early modern fashion philosophers and sociologists, such as Benjamin as well 
as Georg Simmel, Veblen and Werner Sombart (Ganeva, 2008, p.2), described fashion as emblematic 
of the cultural practices and experiences of the new modern city. Philosophical and sociological 
writing on fashion linked its economic qualities with the symbolic construction of fashion. Writers 
such as Benjamin, Théophile Gautier, Baudelaire, Paul Valéry, Mallarmé and Paul Claudel, equated 
fashion (mode) with the cultural and technological idea of modernity, a bond which endures in both 
the professional and metaphorical construction of fashion. Fashion became emblematic of culture in 
flux and, bound with the notion of time, the dynamics between past, present and future. Benjamin, 
who was fascinated by the philosophical and symbolic qualities of fashion, devoted a chapter of his 
fragmentary Arcades Project to the subject. His work was based on numerous excerpts of literary 
writing as well as journalistic sources. Crucially, he included writing by Hessel from her 1935 essay 
‘Vom Wesen der Mode’ (‘The Nature of Fashion’). 
Scholar Peter Wollen notes that Benjamin developed his theories on fashion in the wake of major 
developments in the late nineteenth and early twentieth centuries, and his philosophies of fashion 
reflect an enduring philosophical characterisation that was intrinsically linked to this period of 
modernisation. Wollen notes that
Benjamin’s interest in fashion, however, was primarily in the psychology, phenomenology, 
and aesthetics of the consumption and display of clothing, rather than in the history of the 
garment industry. Inevitably, however, the two are related, as the textile industry attempts to 
116  A reading list of publications that have focused on the collected writings of particular fashion 
journalists, as Ganeva’s Ich schreibe aus Paris. Über die Mode, das Leben und die Liebe does, 
might also include Elizabeth Hawes’ Fashion is Spinach (Hawes, 1938), Kennedy Fraser’s The 
Fashionable Mind (Fraser, 1981) and Alison Adburgham’s View on Fashion (Adburgham, 1966).
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control the fashion phenomenon rather than leave it in the consumers’ hands. (Wollen, 2003, 
p.134)
The parallel professionalisation of the trade of fashion journalism and the development of the fashion 
industry at large reflected a culture and experience of fashion in flux. Fashion magazines represented 
a new, more mobile, active fashion model—out of doors, strolling the parks or streets—and Hessel 
mirrored this new culture in her fashion writing. She worked as a freelance journalist largely reporting 
on the French fashion scene for German audiences in her capacity as a fashion correspondent for 
the Frankfurter Zeitung, as well as writing for other newspapers and magazines. Hessel’s writing and 
observations on fashion express her experience of the emerging fashion scenes of Berlin and Paris 
through firsthand perspective and semi-experimental approaches. In the next section, 8.3, I examine—
in comparison to the systematic nature of the fashion theorisation surveyed above—the experimental, 
phenomenological and ‘socio-textural’ aspects of Hessel’s writing, all aspects of which Mode and 
Mode five sought to valorise and circulate through the production of an experimental publication.
c) Resurfacing historical writing practices with contemporary discourse (Hessel’s 
writing style and experimentation in the context of early fashion journalism)
Hessel is emblematic of a period in fashion, particularly for Germany, and represents the vital role 
that journalism played in the modernisation of the fashion industry. Informed by the art and literary 
scenes of Paris and Berlin, Hessel’s writing has a semi-experimental quality. She often wrote from the 
first person, abstracting her experiences of the Paris and Berlin fashion scenes into vignettes on the 
role of fashion in life. She wrote many of her pieces in the form of ‘feuilletons’, a journalistic format 
that was popular in newspapers and magazines in the early twentieth century. Feuilletons were a short 
prose form, written as a literary or fictional supplement and provided to entertain the general reader. 
This form of journalism embraced the changing conditions and experiences within modern cities, 
but was also ‘symptomatic of changes in the public sphere as traditional literary hierarchies became 
unsettled and non-canonical forms of aesthetic reflection came to the fore.’ (Ganeva, 2008, p.92)
Text in the early twentieth century had a particularly vital role in conveying clothing collections 
produced by fashion houses of this time. As Saillard points out, ‘[u]ntil photography came to occupy 
the position it has held since the 1950s, and supplanted the written word, newspapers and magazines 
amply described the new collections in veritable treatises on elegance.’ (Saillard, 2007, p.11) These 
columns and articles constructed textual visions of dress: they ‘were meant to construct imaginary 
scenes in the reader’s mind and thereby contributed to the formation of the visual culture of Parisian 
consumption.’ (Hahn, 2005, p.214) Writers of this period became willing to explore more performative 
and experimental forms of writing. This was due, in part, to the proximity of fashion journalism with 
literary fields. In their book Fashion Writing and Criticism, McNeil and Miller outline how fashion 
criticism emerges from classical literary traditions and the notion of the critic as a qualified observer 
(McNeil & Miller, 2016). Further, fashion and literature were closely connected; many literary figures 
wrote about fashion or edited fashion publications, (Brevik-Zender, 2012)—this is outlined further in 
section 2.2. 
Before the widespread use of photography in fashion media, observations on dress were as much 
about observations of culture. In this context, Hessel’s particular approach to fashion writing reflected 
experiential and experimental qualities in her proximity to literature and other creative circles. 
Hessel’s writing is unusual—particularly when compared with contemporary fashion journalism—
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because of its first-person perspective. She observed everyday practices of dress and fashion and 
related them to broader philosophical ideas of fashion as a symbolic and cultural phenomenon. Hessel 
was friendly with Benjamin, and shared links with literary circles (partially through her husband Franz 
Hessel) in Germany and Paris, where she was based for most of her journalistic career. 
Hessel was somewhat of an outsider to her profession; she did not come from a background in fashion 
and was, to an extent, self-taught. She had originally studied to be a painter but began to write essays 
and columns on the subject of fashion in her post with the Frankfurter Zeitung, as well as other 
German publications such as Die Dame, reporting on fashion in Paris for German readers. Her writing 
adopted the street-level pose of a female flâneur, or ‘flâneuse’ (Ganeva, 2015), observing the close 
surface of fashion. Hessel often assumes ‘an aloof, almost impartial tone, the female narrator took 
pleasure in wandering slowly around Paris, observing the colourful surface of city life, and absorbing 
the fleeting images, without a purpose and without a clear destination.’ (Ganeva, 2015, p.7) But 
Hessel’s writing turns detached observation into an impressionistic and phenomenological account of 
fashion culture as it was unfolding in a modern city.
There is an experimental, and impressionistic quality to Hessel’s writing that is rarely deployed in 
contemporary equivalent fashion writing for magazines and newspapers. Though there have been 
radical shifts in journalistic roles within fashion—and the sites and ecologies of fashion media—
since Hessel was writing, her work demonstrates the experimental and philosophical possibilities 
of journalistic fashion writing, and of the research value of this form of account. Hessel represents 
an experimental fashion practice—she was influenced by other literary and philosophical practices, 
informing her impressionistic style that, in describing her personal experience of fashion, drew general 
conclusions on fashion as a phenomenon. Hessel’s writing experiments with the feuilleton form; it was 
‘outward-looking’ not ‘inward-looking’, as contemporary fashion media—Andre Rangiah argues—
tends to be (Rangiah, 2010, p.87). 
Discourse on fashion writing often laments a lack of quality and criticality as a result of commercial 
pressures. Anne Hollander, for example, wrote how commercial forces often means that there is a lack 
of good quality fashion writing (Hollander, 1997). More recently, Titton and Granata have called for 
the legitimisation of fashion criticism alongside forms of criticism in other creative disciplines (Titton, 
2016; Granata, 2018).117 Aronowsky Cronberg and Alice Hines also express frustration with the state 
of fashion writing and journalism in fashion media, in the context of the dependency of major titles on 
the industry and in the wake of editor Lucinda Chambers’ abrupt exit from British Vogue (Aronowsky 
Cronberg & Hines, 2017). There is a tendency for fashion criticism and writing to be discussed as a 
professional form, rather than an experimental or artistic practice (which it can be in art and design 
discourse). I would argue that Hessel’s writing suggests the possibilities of the latter scenario. 
Hessel’s work could be termed as marginal as a result of the conditions described at the outset of this 
chapter, but it is also important in terms of the marginal publishing (or rather, writing) approaches 
her practice represents—both of which made her a subject of interest in the context of Mode and 
Mode. The next section outlines how the fifth iteration of Mode and Mode explored Hessel’s marginal 
practice in the context of a marginal publication. 
117 A discussion on fashion writing and criticism as form was also addressed in the context of issue 4 of Fashion 
Projects, from 2013. See: https://www.fashionprojects.org/issues/issue-4-on-fashion-criticism. 
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8.3 Mode and Mode five as recirculation of ephemeral media
What is different from yesterday is just that these clothes are increasingly content with the role of a 
backdrop against which personal imagination comes into play, even if only through the act of selection. 
—Helen Hessel, ‘Transformations’ (‘Verwandlungen’), Für die Frau, May 1931 (MM5, p.6).
I turn now to the Hessel issue of Mode and Mode, and will evaluate it as an experiment 
in reposing and recirculating aspects of Hessel’s work as an exemplar of a key marginal 
fashion practice and historical journalistic practice. In this issue, we tested how the 
production and distribution of a publication can represent this historical material in a 
new context to bring renewed attention to Hessel’s work. This issue of Mode and Mode 
differed from the earlier four issues insofar as it addressed a publishing figure from 
nearly a century ago and its core aim was to recirculate historical material. In this sense, 
issue five of Mode and Mode dealt primarily with the function of this project as a para-
archival project, as outlined in section 3.5. By reproducing Hessel’s work in Mode and 
Mode, and through the subjective framework of this project, we ask: how can an archive 
circulate? (And can such a circulation work towards the continual memorisation of the 
value of the archive in contemporaneous relation to its context?).
a)  Interview as archival method
I came to Hessel’s work via Ganeva, a foremost researcher on Hessel and German 
fashion during the Weimar period. Ganeva has collected Hessel’s writing into a 2015 
book, Über die Mode, das Leben und die Liebe (I Write From Paris: On Fashion, Life, and 
Love), and devoted a chapter to her in Women in Weimar Fashion (2008). Unlike the 
other issues of Mode and Mode, this issue was not centred on a living figure, and thus 
the central interview (a key component of every issue) could not be undertaken. 
Instead, I sought out Ganeva, who I considered the next best source to offer insight into 
Hessel’s work, in particular in relation to the rationales, processes and considerations of 
publishing.
I worked with Ganeva to compile aspects of the issue, and it was through her that we 
were able to access two articles of Hessel’s writing that we translated, and a number of 
her letters corresponding with writer Henri-Pierre Roché (1879–1959). 
b)  Through translations and recirculating Hessel’s writing
The issue highlighted the importance of Hessel’s work by sharing and connecting 
writing by and writing about Hessel (of which no articles had been translated to 
English). I organised translations of two articles by Hessel to make her work available 
to English-speaking audiences. The issue also shared a series of original letters between 
Hessel and Roché (1879–1959) provided by Ganeva. Ganeva also suggested the two 
articles by Hessel—‘Transformations’ (‘Verwandlungen’) and ‘Simplicity in fashion 
too’ (‘Einfachheit auch in der Mode’)—that were originally published in the German 
newspaper Fur die Frau, in 1931 and 1932 respectively, and that we republished in the 
issue. These were selected as reflective of Hessel’s impressionistic writing style. In 
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translating the writing, the issue sought to recirculate it—albeit at a humble scale—
within the context of Mode and Mode, and also to invest it in new forms of knowledge 
through the context of contemporary fashion writing, which is ‘still undergoing a 
process of legitimization’ (Granata, 2018, p.2).
c)  Through reprinting letters
Berlin is maddening. The day has 24 hours and I have seen 100 people, friends and business one after the 
other […] I could easily make 1000 M. a month but it would mean organising life in quite a different way.
—Helen Hessel, correspondence with Henri-Pierre Roché (MM5, p.25).
Another major editorial component of the issue was a series of thirty letters written by 
Hessel to the writer Roché—her lover at the time—between 1913 and 1933, sourced 
from the collection of the Harry Ransom Research Centre in Texas. These were 
shared with us by Ganeva, and thus available through the process of making the issue. 
The personal letters (which are written in a combination of German, French and 
English) informally describe Hessel’s subjecthood as a self-taught fashion journalist 
on a changing, modern fashion scene, and are rich with biographical details and 
guileless explications of the spirit of the time. They refer to Hessel’s experience of 
Berlin and Paris fashion scenes as a fashion reporter. She mentions jobs or meetings she 
undertakes in this role, and thus the letters provide direct insight into her experience 
of this profession. For instance, she describes her experience of her various outings 
as a fashion journalist, responses to her writing and how she plans to write a series of 
articles with Benjamin (MM5, p.35). 
Alongside the analytical content of the Ganeva interview, we reproduced the letters 
as reproductions in chronological order, as a newly-available account of her work, 
allowing the reader to browse through this material directly and para-archivally.
d)  Re-evaluating historical practices with contemporary discourse
In bringing this material together, this issue of Mode and Mode tried to form enough of 
a portrait of Hessel and her work—otherwise marginalised by history—for our reader 
to engage with her writing, and thus allow for renewed consideration in the context 
of contemporary fashion practice. Hence, the aim of Mode and Mode was to try to 
experimentally bolster the possibility of connections to be made, now and in future, 
with Hessel’s writing, through the circulation of a marginal fashion publication. This 
methodology reflexively influenced our approach and Mode and Mode’s serial aims as a 
publishing practice. Being about a historical practitioner, the issue captured a practice 
within the serial archive of the project, an aspect of Mode and Mode that is concerned 
with revising and updating fashion history by archiving—within an editorial context—
marginal publishing activity. 
Hessel’s writing exemplifies a fashion practice from a particular historical period in 
fashion journalism, and can be valuable to contemporary fashion writing. Hessel’s 
writing reflects a semi-experimental perspective and represents an unconventional 
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writing approach. In re-circulating this writing, the aim was to share this material so 
that it might potentially inform new contemporary writing practices in fashion. Hence, 
Mode and Mode. Through experimental publishing, the issue tested how Hessel’s work 
could be read contemporarily.
8.4 Emerging conclusions
Not as if now anything and everything were permitted—what is chosen and worn randomly 
without accountability remains as before the enemy of due elegance—rather, all the new ways 
to wear a scarf (twisted in front in a plait, knotted narrowly to the back, tied at the shoulder, 
wound on the chest), all the new colours and colour combinations, which are by no means not 
limited to fashionable shades, to the variety of possible fabrics from jersey to fur, all are already 
capable of granting piquant freshness to the ‘woman in a suit’, to evoke the impression of 
renewal, of uniqueness, which is one of the magic philtres with which fashion works its spell. 
—Helen Hessel, ‘Simplicity in fashion too’, Für die Frau, February 1932 (MM5, p.31)
Hessel is a figure at the margins of history and discourse, a situation partly connected to the medium 
in which she worked as well as the domain in which she worked: fashion. This is what made her work 
an appealing subject in the context of this research, and as a practice subject of Mode and Mode.
As a cumulative serial publishing project, Mode and Mode is concerned with restoring marginalised 
practices in fashion discourse. Mode and Mode five compiled new archival material on Hessel—
through translations of her writing, through letters and through Ganeva’s scholarship—showing 
the depths of her relations to other important discourses of the time. The issue aimed to show, in a 
practical way, how Hessel’s work presents an experimental and impressionistic form of fashion writing 
produced through a combination of other forms of writing (literary, feuilleton, philosophy) in the 
context of this formative time period. This contributes to the aims of this study (and by association, 
the aims of Mode and Mode) which are concerned with the way in which publishing practices can 
contribute to contemporary fashion discourse. Making an issue of Mode and Mode on the work of 
Hessel was a way to test how historical practices can help us understand the role of fashion media 
and its relationship to other writing practices (such as experimental writing and criticism in art, design 
and architecture) within the present day. Contemporary fashion writing and criticism could stand to 
learn from Hessel’s work, by exploring more formally-experimental, impressionistic and counter-
conventional practices. The aim of sharing Hessel’s work in the context of Mode and Mode sought 
to produce value for the work in the context of history, as well as in the context of contemporary 
practices and discourse.
This strategy was reciprocally formative for the serial aims of Mode and Mode. This reflects how the 
project, as a cumulative publishing activity, is ‘building the ship as we sail it’ (Ryan, 2007). The methods 
of the featured editorial practices influence the aims of Mode and Mode and, in this case, its function 
as a serial archive. 
The key research question of this doctoral study is: what does it mean to publish fashion? This chapter, 
and the issue of Mode and Mode it describes, poses one answer: by publishing fashion, you can 
recirculate and re-evaluate the vital work of marginal figures in order to reuse history in contemporary 
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practice. This chapter brings findings from this process to explore why Hessel’s work is interesting and 
worthwhile in the context of contemporary fashion discourse.
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9. Mode and Mode six ‘Art for All’ with Hans Ulrich Obrist of point d’ironie
Figure 9.1: Cover of Mode and Mode six, ‘Art for All’, 2018.
9.0 Introduction
Through the lens of the sixth iteration of the serial experimental publishing practice Mode and Mode, 
this chapter examines how fashion publishing can learn from artists’ publishing. The subject of the 
issue, point d’ironie,118 represents a productive intersection between art publishing and fashion. point 
d’ironie is an artists’ publication financed and distributed by the fashion brand agnès b. In focusing 
on this project, the issue of Mode and Mode applied concepts relating to art publishing, exploring the 
productive intersection of bringing art publishing into proximity with fashion publishing. 
Specifically, this issue was an experiment in how adapting the formal and editorial approaches of 
the ‘multiple project’ of point d’ironie within the context of Mode and Mode might propose a new 
understanding of the question, what does it mean to publish fashion? in the context of the question 
what does it mean to publish art?  
118  See: www.pointdironie.com.
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This chapter outlines the decision to focus an issue on point d’ironie as a key exemplar of 
contemporary artists’ publication. I describe our approach towards this subject through the practice 
of Mode and Mode, and what was discovered about the intersection of art and fashion publishing 
through this practice. First, I describe how point d’ironie interacts with the history and discourse of 
artists’ publishing. Secondly, I consider the implications of the publication’s fashion company financial 
backing on the editorial approach and distribution of the publication. The final section reflexively 
discusses the methodology of the issue of Mode and Mode, which tested ideas in relation to artists’ 
publishing by ‘mirroring’ and ‘intersecting’ practice: namely, by adopting formal and editorial 
approaches of point d’ironie in the format of Mode and Mode.
9.1 point d’ironie, a democratic artists’ publication 
That’s what is interesting for us with point d’ironie, that we follow the logic of the artists’ book, 
but distribute it in vast quantities to remove the aura of exclusivity.
—Hans Ulrich Obrist (MM6, p.7)
point d’ironie is a mass-circulated, democratic artists’ publication formed through an intersection 
of the form of the artists’ publication and the distribution network of a fashion brand. The project 
embodies the editorial approach of an artists’ publication in offering artists creative autonomy in 
each issue yet has a split nature; it is financed and distributed by agnès b. This hybrid nature of point 
d’ironie was established from its conception: the project was founded in 1997 through the combined 
input of artist Christian Boltanski,119 fashion designer agnès b.,120 and curator Hans Ulrich Obrist.121
This section outlines how point d’ironie adopts features of the artists’ publication, and thus connects 
fashion with these practices and discourse. Further, I examine how the split nature of the project 
produces a productive intersection between artists’ books and fashion publishing, albeit with a form of 
paradoxical commerciality.
a) Artists’ publishing practice and discourse
A browse through Printed Matter can restore one’s faith in the eternal inventiveness of 
visual artists. They seem to have thought of everything, from flip books (home movies) 
to flopboks (made of fabric, like drool-proof babies’ books), from severe neotextbooks 
to scruffy rubberstamp and xerox anarchies, to slickness rivalling Vogue.
—Lucy Lippard (Lippard, 1985, p.31)
119  Christian Boltanksi is a French conceptual artist—his work ranges across mediums, 
including	sculpture,	photography,	mixed-media,	painting	and	film.
120  agnès b. is a French fashion designer and founder of the global brand 
agnès	b.,	opening	her	first	boutique	in	Paris	in	1975.
121  Hans Ulrich Obrist is a Swiss curator and critic, and artistic director of the Serpentine Galleries in London.
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Publishing offers an experimental apparatus for artists to adopt unconventional modes of writing, 
producing art, material outputs and distribution tactics. It is a practice which encompasses the use of a 
range of material attributes to materialise diverse artistic, political and conceptual aims.
Artists’ books in particular have a rich history of practice and discourse that has led to their status as 
a critical form. Scholars of artists’ publishing tend to focus on the 1960s and 1970s onward—with a 
particular focus on minimalist and conceptual art—as a vital early period in which artists, curators and 
historians inquired into the page as a productive space for artistic practice and experimentation (Bury, 
1995; Drucker, 1995; Klima, 1998; Allen, 2011; Phillpot, 2013; Senior, 2013; Borsuk, 2018). A summary 
of artists’ publishing history is outlined in section 2.7.
In 1985, Lippard outlined that artists’ books are ‘not books about art or on artists, but books as 
art. They can be all words, all images, or combinations thereof. At best they are a lively hybrid of 
exhibition, narrative, and object.’ (Lippard, 1985, p.32) Artists’ publishing is where the book (or 
magazine) gives form to the artwork, and whereby ‘the book is intended as a work of art in itself’ 
(Bury, 1995, p.1).
While the artists’ book as a mutable form and a definitive framework is in constant debate (Drucker, 
1995, p.11; Klima, 1998), for artists themselves, publishing can be formally experimental (book as 
art or book as exhibition) as well as materially experimental (book as alternative experience of art). 
Author Johanna Drucker outlines the key attributes of artists’ publishing through chapters of her 
book The Century of Artists’ Books, including the artists’ book as ‘conceptual space’, as ‘democratic 
multiple’, as ‘agent for social change’ and as ‘sequence’, among other modes (Drucker, 1995). These 
qualities roughly generalise the rich history of concept of artists’ books—which is to say: artists’ 
publishing is internally critical and formally and politically reflexive. Fashion publishing does not, to 
the same degree, have this history and discourse. As a contemporary creative media with a similar 
capacity for reflexivity and criticality, fashion publishing could learn from these aspects of artists’ 
publishing by adopting aspects of critical reflexivity. 
b) point dironie, an intersection of artists’ books and fashion publishing
These rules remain consistent from issue to issue, so you get repetition in a different kind of way. 
You can perpetuate and become more complex by keeping a constant framework of seriality. 
—Hans Ulrich Obrist (MM6, p.8)
point d’ironie could be materially defined as an artists’ serial publication—each issue, regularly 
released, is an artwork. The concept of the publication is to invite artists to fill two double-sided, 
folded A2 pages of the publication with their artwork. Artists are approached to make it their own 
and create ‘a singular work of art.’ (le point d’ironie). This recipe for the publication has remained 
consistent for the twenty years that it has been in circulation. The publishers do not employ a graphic 
designer; the artists are responsible for all printed aspects of the page. Each issue is printed in 
vast quantities (100,000 or more) and distributed globally as a free-to-take publication—primarily 
through the agnès b. stores, but also in bookshops, gallery spaces and other cultural institutions.122 In 
122  See list of distributors on the website for point d’ironie: http://www.pointdironie.com/maps.php. 
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producing the publication in such vast numbers, the project materialises its conceptual aim to model 
the possibility of a democratisation and decentralisation of art—i.e. a distribution of art (in the form 
of the publication) that, in theory, gives access outside of rarified cultural zones (which, invetiably 
bear a relationship to class). Obrist expressed these intentions in his interview for Mode and Mode, 
describing the publication as ‘an exhibition in print form, in the sense that it is a platform for the 
work.’ (MM6, p.3).
Despite its categorical connection to fashion media (via its publisher), point d’ironie has been 
contextualised and historicised in relation to art discourse, specifically artists’ publishing, rather than 
fashion publishing. For instance, the project has been a feature of the iterative exhibition ‘Take Me I’m 
Yours’,123 originally curated by Obrist with Julia Peyton-Jones and Andrea Schlieker. In his interview 
for Mode and Mode, Obrist himself identified the project within a history of artists’ publishing, 
explaining that ‘there exists a long history of artists working with artists’ books and point d’ironie 
connects with that discourse as a conceptualisation of the gallery space.’ (MM6, p.3). In a scholarly 
context, Marie de Boüard has discussed point d’ironie in the rhetoric of artists’ publishing. Her 
chapter for the French publication L’Esthétique du Livre outlines the project as an alternative form of 
exhibition-as-publication through a mass-produced format (de Boüard, 2013, pp.213–226).
point d’ironie, therefore, is an experimental art archive in the form of multiple publishings. point 
d’ironie has adhered to the formulaic approach that it began with, keeping their format of two A2 
folded sheets of lightweight poster paper as a constant constraint in order for the issue to be able 
to change with each new artist. Thus the ‘experiment’ of point d’ironie, through the consistency of 
editorial structure, is the artists’ contribution. This relates to precedents in artists’ publishing, that use 
formulas or rules, dating back to projects such as Sieglaub’s Xerox Book. 
In point d’ironie approaching each of the artists and, giving them free to reign over the visual content 
of the pages of the issue, what they will come up with, how it will look and what it will say remains 
an unknown aspect until the project is realised. The formulation of point d’ironie as an experimental 
archive is reinforced by the way in which the project is numbered and documented: each issue is given 
the title of the artists name and the issue number. The publication website124 lists all artists (at the time 
of writing this was sixty-two issues and sixty-two artist contributors) and images of their contribution 
in their date order. 
(Mode and Mode also forms an experimental archive through the context of a serial publication. Both 
Mode and Mode and point d’ironie reflect experimental archival approaches in their seriality through 
a model of being consistent to allow for change. For Mode and Mode, the fact that each issue starts 
with an interview is our constant format, and the remaining form of each issue is an experiment. point 
d’ironie almost reflects an inverse of this methodology insofar as the format of each iteration is the 
consistency, but the contents remain variable.)
123  ‘Take Me (I’m Yours)’ was an exhibition originally staged at the Serpentine Gallery in 1995, and curated by Hans 
Ulrich Obrist with Julia Peyton-Jones and Andrea Schlieker. The show has seen a number of iterations, including 
a more recent restaging at the Pirelli Hangar Bicocca in Milan from October 2017 to January 2018, curated by 
Christian Boltanski, Hans Ulrich Obrist, Chiara Parisi and Roberta Tenconi. The works in the show were embedded 
with the idea that visitors could handle, take or buy the artwork, presenting an exhibition format based on the 
premise	of	dispersal.	See:	http://www.serpentinegalleries.org/exhibitions-events/take-me-i%E2%80%99m-yours.	
124  See: www.pointdironie.com/index.php 
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Artists’ publishing, from Fluxus to Lippard and Hans Haacke, can be said to have democratic 
ambitions. The alternative form of the publication has been deployed to dematerialise and 
decentralise certain aspects of both the art object (its fetishisation and value) and its display and 
circulation (in stratified spaces imbued with class conditions.) Publishing has been an effective, and 
often inexpensive, technology for artists to reach a wide audience (White, 2012), and this affordance 
reflects the democratic impulse of art publishing as a crucial aspect of artists’ publishing (Drucker, 
1995, p.72). Thus, artists’ publishing is often linked with the financial category of ‘independent 
publishing’, a term Drucker defines ‘as any publication effort which is mounted for the sake of 
brining an edition into being which cannot find ready sponsorship in the established press or among 
commercial publishing houses.’ (Drucker, 1995, p.6)
point d’ironie fulfils the conceptual framework of a democratic artists’ publication in the following 
ways:
1. The open and independent invitation to artists:  
The concept of point d’ironie dictates that selected artists are given ‘carte blanche’ to fill the blank 
space of the poster format however they choose. This approach reflects a special model of creative 
control and autonomy for contributing artists. The editors do not work with a graphic designer, and 
hand full aesthetic control over to the artists.
2. Mass distribution:  
The fact that the project is distributed in very large quantities (100,000 copies) represents the 
publication’s political aims as a democratic rejoinder to the rarefied display sites of the art 
market—proposing the form of the publication as a decentralisation of gallery hierarchies. 
However, it cannot be overlooked that these conceptual aspects of point d’ironie are made possible 
through its circumstances of being financed and distributed by agnès b., which is the topic I turn to 
now. point d’ironie requires special examination within the typology of an artists’ multiple: its editorial 
approach reflects artists’ publishing, but its distribution is an exploitation of its relation to the agnès b. 
brand. 
9.2 point d’ironie as both publication and publicity
In her book Artists’ Magazines, Allen notes that artists’ magazines (using the example of Artforum) 
have a ‘contradictory function in the reception of art: on the one hand, its role in the promotion and 
spectacular consumption of art, and on the other, its publication of artists’ writings and “interventions” 
that challenged this role.’ (Allen, 2016, p.9) As both an artists’ publication and marketing device for 
the fashion company agnès b., point d’ironie similarly reflects this role as a site of both ‘publicity and 
counterpublicity’ (Allen, 2016, p.9). For Allen, the term ‘counterpublicity’ represents the political aims 
of artists seeking to critique art systems and the commodification of art. Its concept and aims reflect 
those of artists’ publishing—specifically, the possible counterpublicity of the democratic multiple—
but its economic model and distribution reflects commercial publishing practices. This section 
outlines how the project embodies this intersection as both artists’ publication and publicity, and the 
intersections between art and fashion. 
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a) Publications as publicity in fashion
Throughout the twentieth and twenty-first century (and sharply increasing in the 1980s and 1990s), 
the production of serial publications has been used by brands and luxury fashion companies for 
the realisation of publicity and cultural capital. Section 2.3 discusses the context and lineage for the 
‘fashion designer publisher’ since modernity with designers such as Poiret. Notable examples include 
Poiret’s ‘Les robes de Paul Poiret racontées par Paul Iribe (1908), United Colours of Benetton’s 
magazine COLOURS (1991–ongoing),125 Shiseido’s Hanatsubaki (1924–ongoing), Acne Studios’ Acne 
Paper (2005–ongoing),126 and Comme des Garçons’ SIX (1988–1991). The use of editorial publishing—
as opposed to branded ephemeral media—has become a popular branding exercise for luxury brands, 
such as Net-a-Porter’s PORTER magazine127 and their Mr Porter counterpart and the brand COS’ 
free-to-take in-store magazine.128 In a 2010 article for the Financial Times on branded magazines 
in fashion, Lucie Greene notes that ‘[t[he investment makes sense: it gives depth to a brand in an 
environment they can control. It pushes product without the obvious “sell”, and in many instances may 
be cheaper than advertising.’ (Greene, 2010) Despite this, there is little theory on in-house magazines 
in fashion and their role as both publication and publicity. They are not (necessarily) exclusive 
designations; their value as publication could be a simultaneous overlay to that of its publicity value, 
and vice versa.
Publishing activity bears relations to other forms of para-clothing practice by luxury fashion 
companies, with the aim of generating cultural capital via the art industry. For fashion companies 
seeking the symbolic quality of aesthetic innovation as a component of their brand, major patronage 
and ownership of contemporary art projects are both a publicity strategy and a method of 
legitimisation (Codignola & Rancati, 2016). Ryan’s survey of Prada’s ongoing patronage of architect 
Rem Koolhaas frames this as a strategy to bring cultural capital to the brand. Ryan draws on Pierre 
Bourdieu’s concept of ‘symbolic production’ in terms of the way in which commercial and cultural 
industries generate meaning. She outlines the collaboration as the brand associating itself with the 
avant-garde cache of the Koolhaas studio: ‘the appropriation of “avant-garde” culture was a key 
element in a strategy designed to reinvent Prada’s image to appeal to a particular “taste culture.”’ 
(Ryan, 2007, p.9). These philanthropic projects include Louis Vuitton’s The Fondation Louis Vuitton in 
Paris, Prada’s Fondazione Prada in Milan and Venice (all housed in buildings designed by Koohaas) 
and Fondation Cartier pour l’Art Contemporain founded by the luxury jewellery company Cartier. 
This is not to mention the countless art projects and exhibitions that have been funded by corporate 
fashion entities over the last few decades, from initiatives such as the Max Mara Art Prize for Women 
(Whitechapel Gallery), to the commissioning of exhibitions and artworks. These projects reflect 
‘the role of art as a concept to create value and as a strategic tool for positioning European luxury 
(fashion) brands’ (Jelinek, 2018, p.295). 
While it is not the focus of this chapter to provide a detailed discussion on the phenomenon of co-
option in relation to cultural capital (as Ryan does in relation to Bourdieu), these examples offer a 
125  See: http://www.colorsmagazine.com/
126  See: http://www.acnepaper.com/
127  See: https://www.net-a-porter.com/en-us/content/portermagazine/
128  See: https://www.cosstores.com/en_gbp/magazine-index.html
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contextual field for the somewhat-paradoxical nature of point d’ironie as both a site for independent 
avant-garde practice and a machine for commercial publicity.
b) The paradox of point d’ironie as both publicity and counter publicity
In the case of point d’ironie, this paradox is specified as a project that advocates and practices, on the 
one hand, the democratisation and decentralisation of art, while on the other, the sales promotion 
of clothing and related agnès b. products—the likes of which carry no corresponding democratic or 
avant-garde spirit. This section explicates this paradox as a productive one.
As stated, point d’ironie is creatively autonomous from the brand in its form and content. However, 
it is not entirely unencumbered. The point d’ironie masthead intersects directly with the brand and 
through store installations, product collaborations and special edition merchandise. For example, 
the brand produces point d’ironie T-shirts, which feature the ‘point d’ironie’ publication mark—the 
publication’s logo. Artists who have featured their artwork in point d’ironie (such as Gilbert and 
George) often also cross over into agnès b. garments, by featuring special edition garment prints.
This is a general rule in publishing today— 
the problem is not to produce a book, but how to distribute it. 
—Christian Boltanski (le point d’ironie)
However, I propose that point d’ironie is not solely an artists’ publication nor solely a brand 
publication but a productive combination of both of these forms, and that the specific configuration 
of agnès b.’s financing and distribution produces a model at the intersection of artists’ book and 
marketing device. The values of these forms—publication and publicity—are made complex by their 
relation, but they do not dissolve each other entirely. point d’ironie is shared as a free publication 
through an existing network of stores, galleries outlets and institutional connections to provide a 
distribution of the publication that is as wide as possible—an aspect indivisible from the aims of the 
project. Its relation to agnès b. makes it possible for point d’ironie to be printed and distributed in such 
vast quantities. The publication’s split nature therefore provides an innovative solution to the problem 
of distribution. This editorial and distribution strategy is an intermixture of previously-thought 
incompatible aspects, and it is precisely these conditions that allow it to be democratic, and that allow 
its continued production after over twenty years. 
I came to the position of this particular nature of point d’ironie through insights formed in the 
research for the issue and practice of the interview with Obrist. This discussion led to the evaluations 
of intersecting relations between the editorial missions of Mode and Mode and point d’ironie. The 
object of the issue, therefore, became to intersect the approach of point d’ironie with Mode and 
Mode—the subject of the following section.
9.3 Mode and Mode six as intersecting an experimental fashion publication and point d’ironie 
point d’ironie reflects the intersection between the editorial approach of an artists’ 
publication and the distribution of a fashion brand. The sixth issue of Mode and 
Mode reused the technique of exploiting (ostensibly incompatible) intersections by 
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investigating the editorial approach of point d’ironie in the context of an experimental 
fashion publication. Similarly, this section outlines how this issue materialised (and 
tested) the thesis that Mode and Mode, a fashion publication, can learn from artists’ 
publications by adopting the editorial methodology of point d’ironie. The aim of the 
issue was to extend and embody the innovative spirit of point d’ironie, mixing the 
otherwise-incompatible forms of artists’ publishing and fashion publishing. This was 
specifically undertaken within the knowledge-through and knowledge-into model of 
Mode and Mode’s methodology towards marginal fashion publishing; in this case, it 
adopted the approach of mirroring the subject of the issue. This was not to emulate 
the physical form of the product of the subject outcome but, rather, to articulate 
reproducible conditions, perspectives and techniques of the subject’s way of publishing 
and then try to adapt them into the making of the issue. 
Correspondingly, and as with every issue of Mode and Mode, we did not begin with a set 
format, but with a subject and a number of serialised conditions. From this, we produce 
an issue as an experiment. Insights from our discursive interview with Obrist—itself the 
product of a long process of geographic and logistical negotiation—led to the idea of 
investigating the editorial approach of point d’ironie through the ‘mirroring’ procedure 
of Mode and Mode. This led in turn to a structural form, and the selection and invitation 
of an artist to contribute to the issue. Finally, the work of the artist informed the 
physical form of the issue, and our introductory text attempted to summarise these 
transformations. 
After the interview had been finalised, the issue entered into a particular phase of 
experimentation and conceptualisation, mapping out possible outcomes to address the 
themes and emerging ideas in relation to artists’ publishing and fashion publicity—in 
particular, the complex sense of ‘art for all’ which the editors of point d’ironie espouse. 
The two main aspects of point d’ironie that we chose to substantiate through our 
conceptual ‘mirroring’ publishing experiment include: 
a)  Poster format:
The consistent format of point d’ironie, printed on lightweight paper and in vast 
quantities, is a key affordance in the conceptual mission of the project and relates to its 
aims as a serial archive. In response we decided to have a format that was both a poster 
and book simultaneously.
We thus carried through to Mode and Mode the poster format so pivotal to point d’ironie, 
in a type of formal intersection focussed on insight into the constant format of the serial 
publication and platform for the artist’s contribution. The poster forms the cover of 
the issue, and folds down to wrap a small A6-size text booklet with the interview and 
an orienting introduction. It can be separated and folded out from these internal pages 
as a standalone poster and display system for the artwork. It is an in-between format—
somewhat Mode and Mode, somewhat point d’ironie.
Our adoption of the poster format thus wraps the descriptive and analytical content 
with an independently-produced artwork. By adopting the poster form, the issue 
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materially re-centres the editorial aims of the publication—that of ‘art for all’—through 
the content in the internal pages. This re-centring is a reversal of point d’ironie’s 
effacement of its editorial control (their giving-over of each issue completely to the 
artists).  
The poster format is thus demonstrative of the ideas discussed in the content of the 
internal pages—specifically the interview and framing introduction. By embodying 
the materiality of point d’ironie in the format of the issue, the issue is able to explicitly 
analyse (in text) as well as substantiate (in format) ideas in relation to artists’ publishing, 
and to position these within the context of Mode and Mode and its connection with the 
practice and discourse of fashion publishing.
b)  The open invitation to artists: 
As described in 9.3, point d’ironie formulated a complex model of creative autonomy 
for contributing artists. We decided correspondingly to invite artists to take over the 
‘cover’ of the issue (and, functionally, mirror point’s poster format). We would feature 
few Mode and Mode elements on the poster. We invited artists Kate Meakin and Jessie 
Kiely to create the artwork for the poster cover. Both Meakin and Kiely have worked 
across fashion and art contexts with experimental approaches that often critically 
explore fashion’s continuum from luxury branding and everyday experience, Meakin 
as a photographer and Kiely as an artist and fashion designer. It was the fluidity of their 
practices across these contexts that fitted to the project, in the sense that the issue of 
Mode and Mode explores the meeting of art and fashion contexts in point d’ironie.
The artists, in responding to the format and the thematic of the issue, produced a 
concept and series of images based on the tropes of a fashion shoot—a form of both 
publicity and content for the designer publishing in fashion. The photoshoot adopted 
the conditions of a DIY production; these included non-professional models, found 
garments and an ad-hoc studio space. Paradoxically, the photoshoot is professionally 
realised towards unprofessionalism. In realising the images in the gridded layout of the 
poster, the images further referenced publicity-editorial processes. There is a visual 
analogy in the final work, for instance, to a set of photo proofs. 
The resulting artwork, following the mirroring and intersecting logic of the subject and 
approach of the issue, proposes a formal intersection of fashion and art, publication 
and publicity, in the new form of an artists’ fashion photoshoot. As with point d’ironie 
being neither entirely an artists’ publication nor a fashion publicity machine, the artists’ 
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fashion photoshoot129 does not entirely inhabit the conceptual space of an artwork or 
that of fashion photography.
9.4 Emerging conclusions
This chapter, and issue of Mode and Mode, considered how the open, experimental and (possibly) 
democratic editorial methods associated with artists’ publishing could be realised in the context of 
a fashion publication, in order to valorise these qualities in an industry, and field of discourse, which 
has historically bypassed them. In taking on point d’ironie as the editorial subject of the issue, we 
experimented with the practice of mirroring and intersecting forms of publishing. This generated 
insight into the material complexity of aspirations and understandings within publishing—those of a 
democratic artists’ publication funded by a fashion brand, for instance—and led to outcomes such as 
the framing of an ‘artists’ fashion photoshoot’ and a wrapped book form inspired by point d’ironie’s 
format. 
My analysis of point d’ironie and the corresponding issue of Mode and Mode found that fashion 
publishing can be remade through the engagement with and adoption of editorial strategies of artists’ 
publishing. This produced (as shown in Mode and Mode six) a mode of working editorially wherein a 
fashion publication: a) mirrors aesthetic and critical methodologies of artists’ publishing, and b) works 
autonomously with artists in fashion publishing. This shows the productive difference of experimental, 
marginal publishing through the exploration of the intersection between an artists’ publication and a 
fashion publication. Thus, to the research question: what does it mean to publish fashion? This chapter, 
and its experimental practice outcome of Mode and Mode six, suggested that experimentation with 
the editorial values, conditions and approaches of artists’ publishing can extend the material margins 
of fashion publishing and rediscover these ideas in the context of fashion discourse. 
129  There exists a number of precedents of artists-as-fashion photographers. In the early twentieth century 
many artists, for example Man Ray, Edward Steichen and Cecil Beaton, worked as fashion photographers 
under Condé Nast to launch their art careers (Best, 2017, p.92). In the 1990s, it also became popular, 
particularly in the context of exemplary publications like i-D, Self Service and Purple magazines, 
for artists (such as Juergen Teller and Nan Goldin) to do photographer fashion shoots. This cross-
disciplinary activity related to the broader context of how these publications were inviting in art as a 
critical and experimental lens through which fashion could be explored (von Olfers, 2011, p.14).
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10. Conclusion
Fashion media is vital to the practice and discourse of fashion, and yet, as Krause-Wahl notes, 
‘research on magazines is an essentially marginal activity’ (Krause-Wahl, 2010, p.24).130 Further to this, 
research on alternative and counter-conventional media—unlike other creative disciplines—is lacking 
in fashion studies. I began this study with this recognition: namely, that there is limited research on 
the marginal activities and artefacts of fashion media, despite their potential in the production and 
reception of fashion practice and its discourse.
I argue that in the activity of counter-conventional media, tactical, experimental, conceptual and 
critical possibilities arise for counter-conventional fashion experiences and artefacts. This study 
explores how marginal practices—in their difference from commercially-oriented, market-driven, 
conventional fashion practices—allow for creative autonomy within, and self-reflexivity towards, 
the discipline—i.e. a productive critical relation. In concluding this research, I show how counter-
conventional positions can have value for fashion media scholarship, for practice research and in 
producing methods for contemporary fashion practitioners. 
‘Publishing fashion’ is an integral mode in making fashion that is often seen as having a supporting—
but amplifying—role in relation to the production of garments. Accordingly, the central question—
what does it mean to ‘publish fashion’?—was formed to guide this exploration of historically, 
commercially and culturally marginal publications. This research set out to further understand 
publishing, specifically in the context of contemporary fashion practice, with a particular focus on a 
set of practices that I identified as representative of marginal fashion publishing. To focus the enquiry, 
I developed the auxiliary questions: What are the values and effects of marginal publishing in fashion? 
And: How do they differ from conventional fashion media? These questions framed the contribution 
of new understandings of fashion through an exploration of marginal practices. Though there has been 
limited scholarship on these practices—in a field of study that tends to focus on commercially-oriented 
and large-scale fashion media—I argue that they contribute to knowledge on publishing fashion.
Through a practice-led study, I contribute to fashion scholarship, pedagogy and contemporary 
practice by elucidating six distinct tactics of marginal publishing (via the editorial practices studied 
in this research, and their experimental remaking of conventions of fashion). This contribution 
reflects Vaughan’s position that ‘the situated nature of practice-based enquiry ensures that research 
undertaken will produce knowledge that both deepens understanding and provides tangible 
applications for practice.’ (Vaughan, 2017, p.11) I argue that marginal conditions of fashion publishing 
have a distinct relationship to their form, insofar as being marginal provides the conditions of 
autonomy and self-reflexivity for practices at a critical distance from conventional fashion publishing. 
I isolate some of the creative decisions that marginal fashion practitioners—decisions which I pose 
act as tactics—make in difference to those working within conventional fashion publishing. These 
tactics (outlined in section 10.2) thus create new functions and outcomes of fashion publishing, which 
130  A position also supported by Rocamora (Rocamora, 2009, p.3).
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I elucidate in a model of marginal publishing tactics, arguing that the productive difference of counter-
conventionality allows these practitioners to be radical, critical and experimental. 
10.1 Contribution to fashion scholarship
At the outset, this study identified a lack of research and critical discourse considering the vital role 
and, consequently, value of fashion publishing artefacts and practices in relation to wider productions 
of fashion. Further, I found that discourse on fashion media is a research area consisting largely of 
studies that address the social and cultural implications of larger entities, such as fashion brands and 
major fashion magazines with high circulation figures. To counter this tendency, one of the aims of 
this practice-led study was to form a contribution to scholarship through research on historically, 
commercially and creatively marginal projects that collectively reconfigure the conventions of printed 
fashion media. 
This aim is informed by studies in adjacent fields. In contrast to the field of fashion, many studies on 
publishing in art, design and architectural discourse have identified how marginal and experimental 
creative projects have continuing value to practice and discourse: for example, Colomina’s research on 
‘little magazines’ in architecture (Colomina, 2016, p.163) and Triggs’ thesis on the value and insights 
produced through ‘self-produced design publications’ (Triggs, 2009, p.338).131
The marginal conditions of the practices in this study are various and act as a sample towards 
elucidating approaches for this form of publishing. As a project conceived in the context of this 
research, Mode and Mode embodies a research-enabled marginality; working from a critical distance 
to the contemporary fashion industry has enabled self-reflexivity and experimentation. Keupr/van 
Bentm, as another example, were working in the unique financial position of being supported by the 
Dutch government, thus affording them a critical distance from some of the commercial realities of 
the fashion industry. These conditions produced a marginal position that enabled them to explore a 
satirical conceptual project, Friction/Parade 1999, that, crucially, had no capacity for direct financial 
gain (and thus was possible as a result of Keupr/van Bentm’s marginal separation from commercial 
concerns).
These contributions towards a model of marginal practice show alternative publishing approaches 
in a climate of increased examination of the problematic funding and editorial models of 
conventional fashion media (Titton, 2016). Industry figures, such as former editor of British Vogue 
Lucinda Chalmers, have criticised, for instance, the way that interdependent relationships between 
fashion publications and advertisers or luxury groups dictates content and compromises editorial 
independence (Aronowsky Cronberg, 2017). Under pressure to remain relevant in changing digital 
conditions, many luxury fashion publications now function more akin to media corporations in their 
focus on presenting ‘the latest, the exclusive’ (Aronowsky Cronberg, 2017). This pursuit of newness 
reinforces aesthetics and values connected to the promotion of fashion companies, aspects that are 
131	 	There	have	been	considerable	efforts	(initiated	by	museums	and	universities	as	well	as	independent	
projects forming digital as well as physical archives) to archive the rich history of avant-garde publishing 
across art, architecture, the performing arts and design. See, for example, a list of some of these on the 
Artists’ Publications Network and Communication Platform: http://www.artists-pub.eu/editorial.
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inseparable from the intrinsically commercial role of a fashion publication—as embodied in aims such 
as maximising website traffic and print circulation. This indicates a need for new publishing practices 
that contrast the commercial aims and consumerist tendencies of conventional fashion media.
Through an examination of the practices in the chapters, I argue that, in fashion as in the 
aforementioned fields, marginal publishers—in their relative self-determinacy, autonomy and self-
reflexivity—configure their own conventions. This is contrary to industrial fashion media and the 
problematics of their complex relations and dependencies (for instance, those of capital, novelty and 
advertising). I contribute to fashion and fashion media studies the elucidation of the value of these 
practices by identifying six key transferable tactics and their contextualisation in relation to fashion 
scholarship.
10.2 Six tactics for publishing fashion in the margins
Summarising this research, I identify (and have practically experimented with) six tactics of marginal 
publishing materialised in a number of exemplary practices which I outline in this section. These are: 
a) Mirroring 
b) Experimental archiving 
c) Republishing 
d) Short-circuiting
e) Field-crossing
f) Writing clothing
Practitioners that publish fashion in the margins provide much needed discourse from outside of, but 
in relation to, the framework of market-driven fashion media. I pose that they show—through their 
extensions of and deviations from the conventions of fashion—alternative functions of publishing 
in fashion evidenced through the six tactics found in this study. Tactics, in contrast to ‘strategies’, are 
understood as a mode or procedure, as proposed by de Certeau, of working within the limitations 
of what is available (de Certeau, 1984, p.30). This understanding is further outlined in the context of 
Bless’s lookbook project in chapter 5.
Over three years and six issues of Mode and Mode, and reflection and analysis on their iterative 
production in the course of this study, I have identified transferable approaches for publishing practice 
developed through the knowledge-through and knowledge-into lenses. Namely: the open editorial 
and aesthetic framework of ‘each issue is an experiment’ and ‘one issue, one subject’ as the publishing 
concept of Mode and Mode; the practice outcome—formed through this experimental framework—of 
each issue of Mode and Mode; and the contextual research undertaken for each of the issues. 
In the context of a discipline with limited research on counter-conventional and experimental 
publishing, I offer approaches for marginal publishing that show alternative functions (alternative 
to conventional publishing models) via experimental methodologies. I propose that these findings 
evaluate what marginal publishing can do, with a particular focus on what conventional publishing 
cannot do—i.e. analyse the difference. This has contemporary application for fashion practice and 
fashion pedagogy in framing approaches for practice that could be taken up by the marginal fashion 
publisher (whether student, emerging or established editorial or fashion practitioner). 
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While the terms vary, there is increasing attention towards practices and pedagogies that do not 
perpetuate the seasonal cycle and conventions of fashion. This is seen through recent projects such 
as ‘Modus’, an exhibition facilitated by Ruby Hoette and Caroline Stevenson in collaboration with 
Roland Brauchli, at Onomatopee in February 2019,132 as well as gallery and project platforms such as 
Warehouse, a collective ‘aiming to provide a platform for critical fashion practitioners’ (Warehouse). 
My study contributes to this context of contemporary practices (and the conversations that ensue) 
that exist outside of or marginal to commercially oriented fashion production. I also contribute 
practice methods and practice discourse to emerging discussions on the role of printed materials and 
publishing in fashion as evidenced through the increasing prominence of fashion in critical discussions 
such as symposia and art book fair programs.133 These events suggest that there is a growing interest 
in both the practice and discourse of ‘publishing fashion’—as well as alternative and experimental 
modes of fashion practice that exist outside of, or at a critical distance to, the contemporary industry—
towards philosophical, theoretical and critical explorations of fashion, towards a reading of ‘critical 
objects’ in fashion. (Dautrey & Quinz, 2015, pp.11–43) 
In the context of emerging discussions and alternative approaches for fashion practice, I offer six 
tactics of marginal publishing. These are detailed here:
a) Mirroring:
Through Mode and Mode, I learnt about publishing by emulating the experimental publishing of 
others, reflecting a learning about marginal publishing processes in fashion through ‘working in the 
same manner’ (Bailey, 2013, p.94) as the editorial subject. A practice I designate as a ‘mirroring’, 
this first tactic is a product of the reflexive aesthetic and editorial conditions of this experimental 
publishing model. This was discovered in making the first issue (outlined in chapter 4) and 
became a consistent feature of Mode and Mode, afforded by its experimental and small-scale (and 
budget) publishing model. The practice of ‘mirroring’ one publication within the scope of another 
demonstrates how experimental publishers can learn by practicing the approaches and manners of 
others in ways that extend the editorial form, aesthetics and readership (as well as suggesting a more 
economical model for content production) of publishing. 
b) Experimental archiving:
This second tactic frames how experimental publishing can form a self-assembling ‘experimental 
archive’ of the editorial practices it features (through editorial tactics such as republishing), and 
that this provides new access points to the history and discourse of fashion. Alongside the specific 
historicisation of fashion publishing subjects, I pose that this also encourages the relation of those 
subjects to one another in an experimental archive. Indeed, an experimental fashion archive is formed 
through the collective issues of Mode and Mode and its experimental publishing activity. I propose 
that this form of publishing can produce an alternative archive that—like a traditional archive—
132  See: https://www.onomatopee.net/exhibition/modus/.
133  See, for example, the symposium ‘Printing Fashion’, organised by Parsons Paris in March 2019: https://
blogs.newschool.edu/parsons-paris/2019/03/20/printing-fashion-festival/, as well as art book fair events, 
such as the NGV Art Book Fair’s ‘Symposium: Graphic Fashion’ held in Melbourne in April 2019, in which 
I participated as a presenter: https://www.ngv.vic.gov.au/program/symposium-graphic-fashion/.
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counters the conventions of fashion media’s traditional, seasonal flow of time. However, its status as 
an experimental publication in circulation restores, and brings attention to, potentially forgotten or 
unavailable (marginalised) material through subjective points of access in a way that a traditional 
archive does not. 
c) Republishing:
Building on discourse on republishing practices in the context of graphic design (Bobin & Villeneuve, 
2016), this third tactic outlines the ways in which publications are archived in Mode and Mode 
through ‘republishing’. In this study, and in the practice of Mode and Mode, republishing is extended 
to ephemeral media in particular, with the aim of countering its ephemeral conditions. This offers 
a way to recirculate historically marginalised material by creating a distinct permutation of the 
original. This invests marginal material with new circulation so that it ‘can be made use of in the 
present’ (McDowell, 2016, p.298). This became a key tactic for Mode and Mode (with reprinted 
material featured in issues three, four and five), relating to the function of marginal publishing as 
an experimental archive. Further, in a context where conventional fashion media offers limited 
channels for critique, the history of marginal practice is often unvoiced and forgotten. Republishing 
functions to advance the position of marginalised material so that it can have a renewed relevance to 
contemporary practitioners.
d) Short-circuiting:
This fourth tactic identifies the use of tactical ‘short-circuiting’ in the context of marginal publishing, 
and the means with which these small-scale practices necessarily work. Chapter 5, and the 
corresponding second issue of Mode and Mode, outlines how Bless’ ‘lookbook collaboration project’ 
shows a tactical short-circuit of commercial fashion designer publishing and its press and marketing 
systems. Their project can be understood as an approach to working counter-conventionally within the 
limitations of publishing fashion. Produced through the marginal conditions of the practitioners, it can 
demonstratively critique publishing conventions and destabilise branding strategies. At the same time 
as it embodies such a way of working, it also suggests that the lens of the brand as a self-contained unit 
of values and ideologies is becoming irrelevant, particularly in the context of brand collaborations as a 
contemporary strategy.
e) Field-crossing: 
This fifth tactic arises from publications that extend the typology of fashion publishing by 
experimenting with methods linked with forms of counter-conventional and radical publishing 
emerging in other creative fields. I argue that there is a willingness inherent to marginal publications 
to experiment with methods unfamiliar to, or outside of, the traditions of fashion publishing in 
productive ways.
The experimental model of Mode and Mode, manifested in the open aesthetic framework of the 
issues, contrasts with conventional fashion media’s consistent graphic identity and editorial format. 
For Mode and Mode, the typology and conventions of fashion publishing (and their underpinning 
aims) are reconfigured by experimenting with, and adapting, publishing forms from other disciplines, 
such as experimental artists’ publishing and zine-making. 
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This adaption of external conventions is also seen in the editorial practices featured in Mode and 
Mode. Shapiro’s experimental lookbooks, explored in the third issue and outlined in chapter 6, show 
how experimental methods can remake existing fashion publishing typologies. Shapiro cross-breeds 
experimental zine strategies with the fashion designer protocols of the ‘lookbook’ to adapt, extend 
and remake formal conventions towards a more radical form of subjective expression. 
f) Writing clothing:
This sixth tactic of marginal fashion publishing is found in projects that explore descriptive, 
experimental and conceptual writing—particularly writing in lieu of garments. I call this tactic ‘writing 
clothing’ in reference to Barthes’s three dialectic garments of ‘Fashion’ (Barthes, 1990). I argue that 
they are evidence of how marginal fashion publishing can make primary the role of writing (which, 
in conventional fashion media, generally has a supporting role) in the making of fashion. We see this 
clearly in Keupr/van Bentm’s publication Friction/Parade 1999 (analysed in chapter 7), a text-only 
lookbook publication in lieu of a collection of actual physical clothing, that preferences the textual 
dimensions of fashion in radical ways by eliminating altogether the production of garments as a major 
component in the fashion industry. I argue that this tactic of replacing the actual garments with textual 
description is effectively reordering the material conventions of fashion and, therefore, the hierarchy 
of Barthes’ three dialectic garments. 
…
With a particular focus on how artists’ publishing functions in ways that are artistically- and critically-
motivated, these six tactics form a model for an archival, experimental, conceptual and critical 
approach towards marginal fashion publishing.
10.3 Directions for further research and future practice
There is wide potential for research and critical practice to further address the activity of publishing 
in the context of fashion, of which this study is only a contribution. Reflecting on the discussion and 
outcomes of this study, I have identified several key areas for further research and future practice (but 
not exclusive to either).
Further research:
Orienting this study of fashion publishing around a small selection of marginal projects has provided 
fertile territory for artistic and critical examination and has uncovered valuable counter-conventional 
approaches—however, it is naturally an area in further need of both research and practice. More 
research is needed on marginal and counter-conventional practices in fashion, not only in the context 
of publishing fashion but also in terms of expanded fashion projects that might span garments, retail, 
exhibition-making and performance that do not operate in service of the conventional fashion 
industry. In this study, I argue that we can learn from marginal publishing, a position I extend to other 
mediums of marginal practice in fashion.
In chapter 8, I discuss the role of fashion writing in the early twentieth century in relation to the work 
of Helen Hessel. The dynamic role of fashion writing since modernity, in both the work of the fashion 
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designer and that of the fashion journalist, is an area worthy of further study, particularly in relation to 
the emergence, use, and paratexts of fashion imagery in print media in the early twentieth century. The 
writing of fashion magazines—as Barthes identified in 1967—bears the traces of a unique aesthetic 
quality connected with the production of fashion, in ways that we are perhaps now only beginning 
to understand. More research—through multi-method and practice-oriented approaches—into the 
poetic, economic and aesthetic dynamics of language in fashion, particularly within the upheaval of 
the early twentieth century, would be valuable in the field of fashion media studies.
Chapter 9 focuses on the symbolic, aesthetic and methodological intersections between artists’ 
publishing and fashion publishing, and I suggest there is much potential for more research here. This 
productive comparison could be further expanded, specifically in order to understand the creative 
and commercial conditions of fashion publishing. The canon of artists’ publishing has a great deal of 
academic discourse and terminology encircling it, and this offers a useful comparative lens through 
which the complex role and practice of fashion publications (from fashion designer and fashion book 
publishing to magazines and the broader fashion press) could be examined. 
This study is focussed largely on the print artefacts of fashion media, however, in a digital industry, 
further research is needed to understand the fast-evolving ways in which new media formats remake 
the conventions discussed in this study.134 For example, an analysis of the representation of fashion 
within online retail platforms and publications as a new condition, in relation to Barthes’s The Fashion 
System, could be a productive area for further research.
In the process of this study, I found it difficult to find relevant and consistent definitions to describe 
non-traditional forms and methods of fashion practice. In fashion discourse, practices termed 
‘experimental’ often carry some stylistic hallmark of ‘experimentation’, rather than elucidating an 
experimental methodology or mode of practice.135 Thus, there is room for research into a lexicon 
or classification of fashion practices which cohere some of these terms into more specific usage—
including ‘critical’, ‘independent’ and ‘experimental’—based on structural, methodological or even 
ideological conditions, rather than those of ‘styles’ of projects or garments. 
Future practice:
As a creative publishing project and a self-assembling archive, Mode and Mode has no specific 
endpoint and will foreseeably continue as a collaborative practice/research project between myself 
and Soraya (and other temporary collaborators). The learning from the analysis within this study will 
inevitably inform future issues, although the balance of the project may now shift into the productive 
rather than the analytic. At the time of writing, the seventh issue of this project is underway; it focuses 
on the text works and writing of the fashion practice D&K (Ricarda Bigolin and Nella Themelios)—in 
particular, their use of experimental writing methods, such as patchwriting, and scripted performances 
to critique the ostensible ‘subjectivity’ of fashion brands.
134  In recognition of, and building upon, the research on digital media by Rocamora (Rocamora, 2103; Rocamora, 
2014; Rocamora, 2017) as well as Rosie Findlay’s research on personal style blogs (Findlay, 2017).
135  One question that arose in the course of the study, but fell outside of its scope, was whether the concept 
of	‘avant-garde’	is	possible	in	fashion.	I	found	existing	definitions	insufficient	and	contrary,	and	further	
research	could	analyse	the	role	of	marginality	in	relation	to	existing	definitions	in	fashion	scholarship.
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10.4 Final remarks
The role of the page in market-drivel, conventional fashion publishing is integral to the production 
of fashion, a claim asserted by Barthes in describing the fashion magazine as a ‘machine that makes 
Fashion’ (Barthes, 1990, p.51). The descriptor of the magazine as a ‘machine’ refers to the way in which 
magazines work not as static artefacts, but through serialised editorial conditions (such as layout, 
captions, writing styles, image styles and formats) that form their conventions—conventions of which 
are integral in relation to their function in the fashion industry. Publishing’s active and continuous 
function in fashion (a role formed in the modernisation of the industry) shapes its conventions within 
an industry in constant upheaval in its search for the new. This becomes even more relevant in the 
context of today’s fashion industry, in which the sustainability of constant seasonal change is being 
questioned. 
Through the open editorial framework of Mode and Mode, an artistic and critical enquiry into the 
margins of the discipline, I explored publishing practices that re-imagine the function, form and 
purpose of conventional fashion media. I argue that the productive difference of marginal publishing 
from commercially-oriented conventional fashion practices affords these practices creative autonomy 
within, and self-reflexivity towards, the discipline—i.e. a productive critical relation. This coalesced 
in six marginal publishing tactics that position counter-conventional practices as able to counter 
deficiencies and dependencies in the commercial framework of fashion publishing by intervening 
in, augmenting, tactically short-circuiting, or even pointedly ignoring traditional practices of fashion 
publishing.
In this conclusion, I outlined new insights on marginal publishing and how an examination of these 
practices can form a contribution to practice, pedagogy, scholarship and, crucially, advance the 
position of the value and significance of this particular form and scale of publishing. This advocates 
for marginal fashion publishing, with new approaches that enable contemporary practitioners to 
contextualise their work, as well as offering publishing tactics that could be taken up in an education 
context for fashion and design students.
At the outset of this study, I formed the question: What are the values and effects of marginal 
publishing in fashion? I found that marginal publishing tactics extend the horizons of fashion through 
radical positions, through risky engagement with ambivalent conditions of production, and by 
imagining new aesthetic forms.
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appendices 
 
Appendix 1. Images of Mode and Mode, issues 1—6 
 
Mode and Mode issue one, ‘front, back and side’, featuring Shahan Assadourian, Tumblrer and 
experimental fashion archivist, founder of the online magazine and scan archive, Archivings.net.  
 
October 2016  
English, Softcover, 32 pages  
10.5 × 14.8 cm  
Edition of 200  
$4 AUD
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Mode and Mode issue two, ‘a publication in a publication’, featuring BLESS (Ines Kaag and Desiree 
Heiss) and image contributions from Harriet Barrile, Ricarda Bigolin, Michael Bojkowski, Felix 
Burrichter, Tim Coster, Friedrich-Wilhelm Graf, Brad Haylock, Jared Leon and Johanna Heldebro, 
Thalea Michos-Vellis, Sophie Mörner, Alisa Närvänen, Virginia Overell, Manuel Raedar, Jerome 
Rigaud, Jason Schlabach and Annie Wu.  
 
October 2016  
English, Softcover, 62 pages  
18 × 26.5 cm  
Edition of 150  
$6 AUD
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Mode and Mode issue three, ‘Seth Shapiro’, which featured artist and designer Seth Shapiro, and his 
lookbooks Ultimate Departure (2000) and A Dinner Date with Chez Woodstock and Other Fairytales 
of American Manufacturing (2001).  
 
October 2016  
English, Softcover (with dust jacket), 84 pages  
12.7 × 20.4cm  
$6 AUD 
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Mode and Mode issue four, ‘fashion without fashion’, featuring Michiel Keuper (Keupr/Van 
Bentm) and a reprint of the publication Friction/Parade 99 (1999), created by Keupr/Van Bentm in 
collaboration with Experimental Jetset.  
 
February 2018  
English, Softcover, 46 pages  
11 × 17.5 cm  
Edition of 500  
$6 AUD  
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Mode and Mode issue five, ‘Helen Hessel (1886—1982)’, featuring Professor Mila Ganeva, articles by 
Hessel in translation, and her letters to Henri-Pierre Roché. Contributing translations by Sean Ryan, 
and cover by Jeanne Hendrey.  
 
March 2018  
German and English, Softcover, 88 pages  
14 × 24 cm  
Edition of 500  
$8 AUD 
177
 
Mode and Mode issue six, ‘Art for All’, featuring Hans Ulrich Obrist and the publication point 
d’ironie, co-founded with artist Christian Boltanski and agnès b. Foldout poster created by Kate 
Meakin and Jessie Kiely.  
 
October 2018  
English, Softcover, 18 pages  
11 × 16 cm  
Edition of 500  
$4 AUD 
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Appendix 2. Practitioner survey questions
Interview subject Questions
Lucy McKenzie  
(Atelier E.B) 
Brussels, Belgium 
 
Subject:  
In-house lookbooks and 
publications created 
by Atelier E.B (2007-ongoing)
July, 2016
1. Can you introduce your practice and the fashion 
publications within this? How do your print projects 
function in relation to the contemporary fashion system? 
2. Can you explain how you produce and disseminate your 
publications? And why? 
3. Do you view your work as critical of commercial motives 
and modes in fashion? 
4. How do visual elements and text work together in your 
publications?  
Beca Libscombe 
(Atelier E.B) 
Edinburgh, UK
Subject: 
In-house lookbooks and 
publications created 
by Atelier E.B (2007-ongoing)
July, 2016
1. Can you introduce your practice and the fashion 
publications within this? 
2. How do your print projects function in relation to the 
contemporary fashion system? 
3. Can you explain how you produce and disseminate your 
publications? And why? 
4. Do you view your work as critical of commercial motives 
and modes in fashion? 
5. How do visual elements and text work together in your 
publications? 
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Johannes Schweiger 
(_fabrics interseason) 
Vienna, Austria
Subject: 
In-house lookbooks 
and publications
January, 2018
1. Can you introduce your practice and the fashion 
publications within this?
2. How do you create the publications, who do you 
collaborate with? 
3. Can you explain how you compile/write the text in the 
lookbook publications?
4. How do visual elements and text work together in your 
publications?
5. What is the process of styling the garments/collection for 
print?
6. Can you explain how you print and disseminate the 
publications? 
7. How many do you print?
8. How do you see your print projects (and practice) 
functioning in relation to the contemporary fashion 
system and its conventions? 
9. Are there formal, or political functions of printed media 
that appeal to you?
10. Do you view your work as a critique of commercial 
modes in fashion?
11. What does the printed page offer relative the collection 
of garments? 
12. Or _fabrics interseason’s practice in general?
13. Are there aspects of the fashion system and luxury 
culture you are critical of?
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Ann-Sofie Back (Ann-Sofie Back) 
Stockholm, Sweden
Subject: 
In-house lookbooks and 
publications
July, 2018
1. Can you introduce your practice and the fashion 
publications within this?
2. How do you create your lookbook publications, who do 
you collaborate with? 
3. Can you explain how you compile/write the text in the 
lookbook publications?
4. How do visual elements and text work together in your 
publications?
5. What is the process of styling the garments/collection for 
print?
6. Can you explain how you print and disseminate the 
publications? 
7. How many do you print?
8. How do you see your print projects (and practice) 
functioning in relation to the contemporary fashion 
system and its conventions? 
9. Are there formal, or political functions of printed media 
that appeal to you?
10. Do you view your work as a critique of commercial 
modes in fashion?
11. What does the printed page offer relative the collection 
of garments? 
12. Or for your studio practice in general?
13. Are there aspects of the fashion system and luxury 
culture you are critical of?
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Appendix 3. Timeline of practice: Mode and Mode
2019 November 30, 2019 
Launch of Mode and Mode seven ‘D&K Look Book 2019’ on the written work of D&K 
(Ricarda Bigolin and Nella Themelios), produced in parallel with D&K Look Book 2019 
published by Surpllus. Launch event hosted by Warehouse, at Sans Seriffe, Amsterdam.
May 12, 2019 
Participation in the reading and discussion event ‘Housemuseum Galleries with Mode and 
Mode + Ricarda Bigolin + FFIXXED STUDIOS + James Deutsher’ at Housemuseum 
Galleries (Lyon Housemuseum), Melbourne.
March 14, 2019  
Laura Gardner (Mode and Mode) presented as part of the symposium ‘Graphic 
Fashion’ at the NGV Melbourne Art Book Fair. Speakers included Femke de Vries 
(Amsterdam), i-D Magazine (Australia), Tunica (New York, Paris & Mexico City), 
and Girls Like Us (Berlin), with moderation by Ricarda Bigolin. 
2018 December 23, 2018 
Launch of Mode and Mode issue six at the gallery ReadingRoom136 in Melbourne. The 
event was supported by World Food Books, agnès b., and point d’ironie.
June 14, 2018 
Mode and Mode event ‘fashion tv’ at Longplay cinema (Melbourne) to launch the issue 
five, a screening of a series of fashion clips curated by Laura Gardner and Tim Coster.
March 17, 2018 
Launch of Mode and Mode four at RMIT Design Hub (Melbourne) 137 as part of the 
exhibition ‘Experimental Jetset – Superstructure’ (March 16—May 5, 2018) with a reading 
from the issue presented by Laura Gardner and curator Matthew Linde.
February 23, 2018 
Mode and Mode features as part of the exhibition ‘Reading Room’138 at the Bard Graduate 
Center, New York. Staged by Wendy’s Subway and curated by Some Other Books. 
2017 September 3, 2017 
Mode and Mode participated in the event ‘Mode’ Neapoli Wine Bar with D&K (Ricarda 
Bigolin and Nella Themelios) and curated by Nik Pantazopoulos. For the event Laura 
Gardner and artist Spencer Lai presented a reading from Mode and Mode issue three. 
2016 October, 2016 
Publication of Mode and Mode issues one, two and three collectively.
136  See: www.areadingroom.com.
137  See: http://designhub.rmit.edu.au/news/mode-and-mode-4-launch-and-reading-
138  See: http://wendyssubway.com/reading-room/.
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